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Abstract
INTEGRATION/INTERPRETATION: THE STYLISTIC MOTIFS OF
MUGHAL ARCHITECTURE AT FATEHPUR SIKRI
By Glenna Barlow
A thesis submitted in partial fulfillment of the requirements for the degree of Master
of Arts at Virginia Commonwealth University.
Virginia Commonwealth University, 2011.
Major Director: Dr. Dina Bangdel, Associate Professor, Department of Art history
This thesis argues that the ornament of Fatehpur Sikri, imperial city of the
Mughal emperor Akbar, was created by and for a transcultural audience as a subtle
means of unification. Scholars have largely characterized Fatehpur Sikri as a site
that epitomizes the blend of Hindu and Islamic architecture. Inherent in this
description is the assumption that these visual elements are distinctly religious and
mutually exclusive, identified as solely Hindu or Islamic. Yet the integration of
various types of imagery is indicative of more dynamic cultural interactions. I have
used photographic documentation to classify and analyze the ornamental elements
present in three structures at Fatehpur Sikri. My analyses of these elements’ usage
and placement, in conjunction with those from surrounding Indian structures,
suggest not only a unique Akbari repertoire but provides insight as to the structures’
purposes.
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Chapter One: Introduction

Historians of Islamic art have largely persisted in labeling works based on
religious, geographic, and dynastic categorizations.1 Finbarr Flood addresses this
trend in his 2009 publication on Islamic material culture in pre-Mughal India,
asserting that scholarship must move “beyond linear borders of the modern nation
state and static taxonomies of modern scholarship.”2 He argues for a more nuanced
understanding of cultural exchanges rather than a linear progression demarcated by
dates or dynasties.
I intend to pursue Flood’s line of reasoning as it relates to the art of the
Mughals, shifting focus from his discussion of the Sultanate era to the architecture of
the emperor Akbar (1542-1605). Fatehpur Sikri provides perhaps the most visible
evidence of cultural interaction, representing as it does a wide variety of sources of
inspiration. Just as Flood examined the transcultural patterns in Sultanate
architecture, I see Fatehpur Sikri as an embodiment of the transcultural nature of
society in Akbar’s time. In analyzing the decorative elements at Fatehpur Sikri, I
intend to explore parallels between them and other regional styles that would speak
to the presence of dynamic intercultural relationships of the time and their
manifestation in the motifs incorporated at Fatehpur Sikri.

1

For a complete discussion of the ways in which Islamic art has historically been categorized,
see Blair and Bloom, “The Mirage of Islamic Art: Reflections on the Study of an Unwieldy Field,” Art
Bulletin vol. 85, no. 1 (March 2003): 152-184.
2
Finbarr B. Flood, Objects of Translation: Material Culture and Medieval “Hindu-Muslim”
Encounter, (Princteon: Princeton University Press, 2009), 2.
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Establishing the Problem
The innovation and originality exhibited at Fatehpur Sikri have made the site
a source of fascination for centuries. The literature on the subject is vast, with
scholars working to determine sources for the architectural styles and original
purposes of the structures. Scholarship on the site inevitably returns to the personage
of Akbar as a means of explaining aspects of the architecture of his imperial city. In
doing so, historical texts that address Akbar’s reign form the basis for most
discussions of the ruler’s artistic commissions. Scholars often explain Fatehpur Sikri,
frequently characterized as syncretic or hybrid, as a manifestation of the emperor’s
personality or political persona. This assumption has led to the persistent description
of the site as hybrid, a synthesis of elements derived from earlier religious
architecture. While Fatehpur Sikri undoubtedly represents a blending of cultures, I
posit that a close analysis of the ornamental motifs, an area that has not as yet been
the subject of a study, will demonstrate the transcultural style that the architecture
exhibits.
Architecture of Fatehpur Sikri
This paper will examine the site of Fatehpur Sikri (fig. 1), the crowning
architectural achievement of the Mughal emperor Akbar (1543-1605). Though my
study focuses particularly on the ornamental elements, it is essential to begin first
with a physical description of the entire site itself, its layout, size, and structural
elements. The city, built between 1571 and 1585, is located in north-central India, in
the modern-day state of Uttar Pradesh, 40 kilometers southwest of Agra (fig. 2). The
sprawling complex, consisting of more than twenty structures (fig. 3), occupies a

2

commanding space at the top of a large hill. The typical sixteenth century visitor or
resident would most likely have entered the city via the Agra Gate (fig. 4) along the
side of the hill. An imposing structure with thick, crenellated brick and red
sandstone walls, the gate heralds a strong fortified city behind it. Upon passing
through the entryway today the visitor is surrounded by the now deteriorating
remains of barracks and bazaars that are plain in appearance, built of the same red
sandstone. Following the most direct path upwards to the imperial complex, one
first passes through the Chahar Suq, or Naubat Khana, a tripartite structure with tall
arched doorways, atop which are a second story of smaller plainer portals and, above
those, chhatris, or small domed pavilions, rising from the roof on both sides. Beyond
this structure lies the treasury and the mint on either side of the road. The larger of
the two, on the right, is believed to be the mint based on repositories of coins that
have been discovered at the site.3 Its solid red brick walls and large central archway
are consistent with the appearance of the initial gate.
Public Court
Continuing along the path, the visitor arrives at the main imperial complex.
The site is divided into distinct parts, the sacred section (Sahn-i-Ibadat) and the
secular complex, consisting of the royal court (Sahn-i-Khas) and the public court
(Sahn-i-Rayyat).4 Entering from this path, the visitor arrives in the public court at
the Diwan-i-‘Am, or Hall of Public Audience (fig. 5). The space is markedly

3

E. B. Havell, A Handbook of Agra and the Taj, Sikandra, Fatehpur-Sikri and the Neighborhood,
(London: Longmans, Green and Co., 1904), 109. There has also been speculation that the site was
used (perhaps later) as stables. See also Mahammad Ashraf Hussain, A Guide to Fatehpur Sikri, ed. H.
L. Srivastava. (IHL Manager, 1947), 12-13.
4
Nath, Architecture of Fatehpur Sikri: Forms, Techniques and Concepts, (Jaipur: Historical
Research Documentation Programme, 1988), 20.

3

different in appearance, no longer making use of large bricks but rather smoothed red
sandstone that bears more carved decorative elements. This large quadrangular
space (112.4 x 55.2 m) is surrounded by a cloistered colonnade, or dalan. In the
center of its western side is the Emperor’s pavilion, which measures 9.3 m by 6.6 m
and extends slightly into the courtyard area.5 Also on the western side is an entrance
into another courtyard public court, sometimes considered the semi-public area.
Beginning along the southern end of this space, one enters Daulat Khana, the
Imperial Palace. This complex includes the royal library Kutub-Khanah, Akbar’s
atelier (Chitra Shala), and imperial apartments (Khwabgah). Each of these is a
rectangular pavilion whose flat roofs are supported by bracketed pillars. The
pavilions are plainer than some of the surrounding structures, with uncarved pillars
and walls, though the latter do display some remnants of the painted frescoes that
once adorned the interior. Just beyond this to the north is the Mahal-i-Khass
courtyard (64.3 x 46.7 m), in the center of which is the Anup Talao (fig. 6), a square
pool with a raised platform at its center which can be accessed by four narrow paths
bisecting each of its sides. Moving farther north along the eastern border of the
courtyard, the visitor encounters the Turkish Sultana’s House,6 or Anup Talao
Pavilion (fig. 7). Though the interior space, a single square chamber, is quite small
(3.96 m square), the building is dominated by its khaprel, or stone tile roof with large
chhajjas, or overhanging eaves. Each of the four sides is punctuated by a central

5

Michael Brand and Glenn D. Lowry, eds. Fatehpur-Sikri: A Sourcebook, (Cambridge, MA:
Aga Khan Program for Islamic Architecture at Harvard University and the Massachusetts Institute of
Technology, 1985), 86.
6
It should be noted here that many of the buildings’ names are apocryphal, reflective not of
the buildings’ original purpose or residents but later speculation or local legend. I will address this
aspect of several buildings in more detail in a later section of this paper.
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doorway, each surmounted by a carved window screen, or jali. These openings,
along with the shaded verandah, must have been refreshing for those inside during
hot Indian summers. The walls and ceilings of the structure are particularly notable
for their elaborately carved decoration, both inside and out. To the northwest of this
small structure is an open courtyard measuring 66.3 m by 46.9 m, known as the
Pachisi Court, named for the square slabs of rock forming a symmetrical cross that
resemble a game board.
The northernmost section of this semi-public area contains three structures.
The first of these, the easternmost, is the Diwan-i-Khass, or private audience hall (fig.
8). The building’s design is unlike any other in the complex. The square
symmetrical building (13.2 m per side) rests on a platform 0.75 m tall, each side
containing a doorway along its central vertical axis. The doorways on the north and
south are flanked by large windows with jalis while those on the east and west have
only one to the right of the portal. The balcony on the second story, bounded by a
screened balustrade, is supported by multiple brackets, 14 on each side and one at
each corner. Each wall of the upper story has three openings under a protruding
chhajja. Above this, the roofline is marked by a banded frieze upon which four
chhatris stand, one at each corner. While the exterior is replete with carved
decorative and structural elements, it is the interior design of this structure that
makes it unique. Inside, the space is dominated by a massive central column, whose
shaft is elaborately carved with various types of designs, topped by a set of carved
three-tiered brackets (fig. 9). Atop the bracketed column is a circular platform, which
can be accessed by any of the four bridges that connect it to the corners of the
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interior. The raised walkways are connected by ones along the periphery of the
interior, all of which are bounded by carved balustrades. From the curved roof
above hangs a central stone pendant, which adds to the puzzling nature of the
structure’s design. Just west of the Diwan-i-Khass lies the Ankh Michauli (fig. 10),
which may have been one of several treasuries or another administrative building.
The structure consists of three rectangular areas, each 7.1 m by 5.1 m. The exterior
walls are relatively plain, punctuated by many doorways and window jalis and
topped with a flat overhanging roof supported by brackets. The most prominent
feature in the interior is the use of zoomorphic corbels that protrude from the walls
and support struts in the shape of serpentine scrolls. Just outside this structure to the
south lies the Astrologer’s Seat (fig. 11), a square pavilion of only 2.7 m on each side.
This domed pavilion differs from others at the site in its location on the ground
rather than on a rooftop, its carved columns, and decorative torana arches, with a
serpentine shape that echoes those within the Ankh Michauli.
Private/Royal Court
Adjoining the Ankh Michauli is what remains of the Shifa Khana, interpreted
variously as a hospital or guesthouse. Today it contains only a row of the square
partitioned spaces under a gabled roof. Moving through the space farther south that
now contains a garden, the visitor reaches the Panch Mahal (fig. 12), which serves as
a transitional structure, between the semi-public space and the private space that
includes residential quarters. The tallest structure in this complex, this building has
five stories, each floor smaller than the one below. The building is trabeated and
marked by rows of columns that support the successive floors. On the ground floor
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(22.1 m x 17.7 m) there are six aisles on the north-south axis and eight on the eastwest with double arches to the exterior. The columns themselves are carved with
varying designs. Moving upward, the pavilions diminish in size, each level,
including a typical chhajja and carved balustrade, until the highest level, which is
capped by a squared chhatri. It has been speculated that each story was once
enclosed by jali screens, though none remain today.7 Moving farther into the royal
complex, to the southwest, one next encounters the Sunehra Makan, alternately
labeled Miriam-ki-Kothi, or Maryam’s House (fig. 13). Though the building was
likely residential, it is unclear who the actual resident of the building was.8 A
rectangular space measuring 18.2 m by 14.8 m, its ground floor consists of four
rooms, one that runs north-south, and the other three perpendicular to it at the south
end. Above these three chambers are three additional chambers as well as a staircase
that leads to the open pavilion on the flat roof. The building is less marked by carved
ornament, likely because it was once covered in fresco paintings, the remnants of
which can be seen today.
Immediately to the southwest is the entrance to the largest structure of the
private complex. The Shabistan-i-Iqbal, the principal domestic area, is more
commonly known as Jodha Bai’s Palace (fig. 14).9 Approaching from the east, one
passes through the grandiose entrance gate, trapezoidal in shape, which projects 2.3
7
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m from the eastern wall. The central opening, 3.3 m high and 2.3 m wide, is inside a
recessed niche in the shape of a pointed arch. The doorway is flanked by two similar
niches on either side, each of which has floral forms in its spandrels. Above the
niches immediately adjacent to the central portal are two jharokas, or balconies,
supported on four brackets, whose columns rise up to support a chhajja and raised
roof. Between these balconies, over the central doorway, are five smaller, shallow
niches. Just above this level, the upper portion of the facade is marked by a frieze of
carved design. Above this band two chhatris rise from the roofline, directly above the
jharokas. Just inside the doorway lies a small, sparse chamber with freestanding and
engaged square columns with carved designs. On exiting the chamber one arrives in
the expansive central courtyard (fig. 15). The central quadrangle (54.9 m by 49.3 m)
is enclosed by four single-story walls, with two-storied pavilions in the center and
corner of each. The pavilions on the ground floor to the north and south are nearly
identical, each consisting of a colonnaded arcade and an interior chamber. Above
each of these on the second story lie a pavilion with a blue-tiled khaprel ceiling and
two chhatris with pyramidal roofs. The chamber on the northern elevation is referred
to as the Hawa Mahal, or palace of the winds, because of its screened jalis that allow
a cool breeze to penetrate the chamber. The chamber along the eastern wall, behind
the grand entrance, is a simple vestibule similar in style to those found on the first
story of the north and south. The interior of the chamber along the western wall,
however, is much more elaborate, including a large hall with niches capped with
torana curves and columns carved with decorative motifs connected to the ceiling
rafters with brackets. There is speculation that this chamber may have been used as a
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Hindu temple, based on its style and eastern orientation.10 Once outside the
courtyard the viewer can circumambulate the exterior walls, which are austere, of
unadorned sandstone but for the protruding jharokas, which are decorated with
carved designs, and the exterior portion of the Hawa Mahal with its carved jalis.
Continuing around the walls of the palace one arrives at Birbal’s House (fig.
16) to the northwest.11 The structure’s rectangular plan is composed of six chambers
on the ground floor and a porch on its south side as well as an L-shaped elevation on
the second story capped by two domed roofs. Each of the elevations is marked by
the typical chhajja supported by brackets and carved balustrade. The structure is
most notable for its elaborately carved decoration which covers the walls inside and
out. The exterior is marked by regular arched window-like recessed niches separated
by carved pilasters that connect to the brackets above. Below each of the niches is a
wall panel, curiously empty of decoration, framed by a carved ornamental band.
The interior space is likewise covered in vegetal and geometric carvings, though the
designs of the ceilings, wall panels and pilasters differ from room to room. Behind
the structure lie the stables to the southwest and the viaduct to the north. The
viaduct leads to other structures which served as an alternate access to the city.
Among these were the Caravan Sarai, a large court used by travelers, Hathi Pol, or
elephant gate, so named for the elephant sculptures that once flanked the entrance,
and the peculiar Hiran Minar, a tower named for its many protruding white objects
meant to resemble elephant tusks.
10
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Religious Complex
To the southwest, past the stables, lies the religious portion of the imperial
complex. There are two main entrances, a grand one used by Akbar, the Badshahi
Darwaza, or emperor’s gate, which would have been used by the residents of the
palace, and the even more monumental Buland Darwaza (fig. 17). The former lies
along the complex’s eastern wall, closest to the royal sector, while the latter was
added later on the southern side of the courtyard. It rises 40 m from the level of the
courtyard, but appears even more imposing when approached from the large
staircase below, as the public no doubt would have. The gateway is made of both
yellow and red sandstone, unlike the majority of the structures in the city, which are
composed almost exclusively of red stone. The large, semi-octagonal form is
dominated by the pointed arch, used for the massive niche that leads to the entryway
as well as the smaller niches on the flanking sides and inner portions of the principle
entryway. From the roofline rise multiple chhatris, which are narrower with rounder
domes than those in the secular complex. The façade is further adorned by
monumental calligraphy and floral forms in spandrels.
Upon passing through the gateway one arrives inside the expansive mosque
complex, whose courtyard measures 133 m by 109 m. Along the walls of the
courtyard is a single-story covered arcade, or dalan, whose roofline features small
chhatris over each bay. From the roofline of the western wall rises the prayer hall of
the Jami Masjid, or Friday Mosque (fig. 18), which remains one of the largest
mosques in India. The central gateway is tripartite, featuring three pointed
archways. The rooflines of the stepped elevations are of increasing height moving
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away from the central courtyard, each successive roofline featuring crenellations and
chhatris of increasing size. The façade of the main entryway to the prayer hall is of
red and yellow sandstone carved, like the Buland Darwaza, with calligraphic and
floral designs. The interior space of the prayer hall is divided into three sections, the
central of these containing the main mihrab which rises 4.5 m in the center of the
qibla wall at the rear. This central area is topped with a dome supported by
squinches. The two flanking bays each contain mihrabs which, like the central one,
are adorned with inlaid stones and colored tiles. These bays are two-story,
combining the use of trabeated pillars over a flat ceiling and an arcuate domed style
of construction.
Against the northern wall of the courtyard is the Dargah, or tomb, of Salim
Chishti, the Sufi saint (fig. 19), the only structure in the complex built entirely of
white marble. The small square structure (whose sides measure 14.6 m) is
dominated by its brilliant jali screens that reach from floor to ceiling the form the
walls around the entire structure. The building has a large overhanging chhajja under
which appear the unique (non-structural) serpentine brackets. The cenotaph is
located in the center of the interior space, the location of which is marked by a small
central dome on the roof. The tomb itself is covered in painted decoration, which
may date to the subsequent reign of Shah Jahan. The final structure in the courtyard
is the tomb of Islam Khan, the grandson of Salim Chishti, added well after Akbar’s
reign. Any visitor to Fatehpur Sikri can observe the wide range of Akbar’s most
comprehensive architectural undertaking.
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Chapter Two: Theoretical Framework and Methodology

Review of Scholarship: Akbar and Fatehpur Sikri
Jalaluddin Mahammad Akbar, more commonly referred to as Akbar the
Great, is often considered the most accomplished of the Mughal rulers and
furthermore as one of the great rulers of India. Most of what is known about Akbar
has come from contemporary accounts, in particular from the Akbarnama (fig. 20),
scribed by Akbar’s trusted advisor and court historian Abu-l-Fazl from 1590 to 1596.
Though written decades after Akbar’s rule began, the texts are comprehensive,
ranging from detailed accounts of daily life and current scientific theories to
explanations of the emperor’s many activities. The overall text is dominated by
narratives of Akbar’s departing for, leading, and returning victoriously from battle.12
Any thorough account of his reign inevitably devotes a significant portion to his
substantial military efforts, both in wars for conquest and in quelling rebellions.13
In addition to being a successful military leader, Akbar is portrayed as a great
patron of the arts; in the Ain-i-Akbarii, Fazl writes that he is attentive to both “form
and thought” in writing and painting.14 He was well known for his artistic
commissions, particularly painting and architecture, but also Indian literature in
Sanskrit, Persian and Hindi.15 His liberal attitude towards the arts has been described
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as an extension of his generally tolerant outlook. The earliest accounts from Fazl
praise Akbar as just and righteous through descriptions of his actions as well as
recording his “happy sayings” or words of wisdom.16 Scholars have pointed to his
policy of sulh-i kul, or universal toleration,17 as evidenced by the presence of nobles
and religious leaders of various backgrounds in Akbar’s court, as well as the
favorable treatment of his Hindu wives, in particular his favored wife Maryam
Zamani. 18 In addition scholars recognize Akbar’s acts of concession toward his
constituents, namely the repealing of jizya, a tax on non-Muslim citizens, in 1564
(although many fail to mention his reinstating jizya in 1575).19 Finally scholars have
pointed to his establishment of Din-i-Ilahi, an ecumenical religion that derived its
tenets from Hindu, Jain, Islamic, Christian and Zoroastrian traditions with Akbar
himself as God’s regent on earth, as symbolic of the emperor’s open-minded
attitude.20
This idea of a regent on earth also relates to the Indic notion of the
chakravartin, or world conqueror, who sustained the cosmic order. Scholars have
conceded that while Akbar may have had a genuine interest in theology and
intellectual pursuits, the motives for these public actions were most likely carefully
calculated political statements, rather than simply personal ideologies. While
perhaps not entirely altruistic, the new religion represented “an Augustan attempt to
16
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unite the diverse elements of a highly cosmopolitan empire,”21 a sentiment which
may have motivated other decisions he made as emperor.
Fazl’s notions about Akbar’s open-minded nature and tolerant policies
generally inform any analysis of Fatehpur Sikri, his most personal architectural
achievement. The most idealistic of these is the view that Fatehpur Sikri is a
synthesis that represents Akbar’s “own character and beliefs and his attempts to bring
all his subjects together whatever their faith.”22 Nath, similarly, explains that the
symbolism of Fatehpur Sikri was a “reflection of his Thought [sic] and Personality
[sic].”23 The building of Fatehpur Sikri, however, began in 1571, ten years before the
formation of his new religion. So while his formative religious views may have had
some effect on the buildings’ design, scholars concede that there may have been
other factors as well.
Some point to the emperor’s ethnic roots as a means of explaining the site’s
architectural antecedents. Hambly and Swann point out that Akbar himself had a
Persian mother and a Turkish father and therefore had no Indian blood.24 The very
word Mughal is meant to evoke the peoples’ Mongol heritage, descendents of Timur
in Central Asia, who claimed to be a descendent of Genghis Khan. Scholars relate
what they term Persianate forms to the presence of earlier architecture from Islamic
Sultanates that had been established across the subcontinent. With the arrival of the
Ghaznavids from in the tenth century as well as the Ghurids in the twelfth century,
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both Persianate groups from different regions of present-day Afghanistan, there were
already centuries’ worth of such architecture present in India.25 Akbar’s heritage is
often referenced as a source of inspiration for the architecture at Fatehpur Sikri
Beyond these aspects of Akbar’s personality and ethnicity, there are practical
concerns to consider as well. Due to his many successful military conquests, Akbar’s
empire was constantly growing, acquiring new constituents from various regions of
India. Furthermore, though the Mughals were in power, Islam was by no means the
dominant religion in India, a country that boasted three indigenous religions,
Hinduism, Jainism and Buddhism. Catherine Asher considers the Fatehpur Sikri’s
architecture as a political strategy, using design elements as a means of appealing to
all constituents in order to maintain a balanced state.26 Others describe it as part of
Akbar’s “grand design of a new monarchy”27 or as a means of affirming his
legitimacy as an emperor.28 Beyond even Akbar’s political concerns are the practical
aspects inherent in the nature of construction.
Apart from the concerns of Akbar as a ruler there are the demands of
construction to consider. Accounts indicate that Akbar himself may have been
actively involved in the architectural planning of the buildings, having a professed
interest in the patronage of art.29 In designing his city Akbar was not constrained to
work within Vastushastra, or architectural theory, which traditionally defined the
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vocabulary of forms for Indian architecture.30 Allowed to work outside the limited
framework prescribed by Vastushastra, artisans were able to be more innovative,
combining and creating diverse forms in entirely new ways. The source for
decoration, then, is related to the repertoire of the artisans themselves. Given that
Fatehpur Sikri was constructed just after the conquest of Gujarat in 1573, it is not
surprising that craftsmen from that region were documented working on the site. In
Gujarat, as elsewhere in India, the same masons and artisans would work
indiscriminately on Jain temples, Hindu complexes or Islamic structures.31 This
familiarity with visual motifs of various traditions likely provided the workforce at
Fatehpur Sikri with a vast pool from which to draw various types of ornamentation.
Pitkar notes that as Islam spread throughout Asia over the centuries, structures built
by non-Muslim craftsmen often displayed a “freer interpretation of Islamic forms,”
focusing primarily on the visual, rather then symbolic, aspects of the decorative
elements.32 Surely the same could be said for the craftsmen of Fatehpur Sikri, who
employed such an eclectic body of symbols in adorning the structures, representing
diversity of not only religious, but also ethnic and geographic roots.
Review of Literature: Terminology
Given the diverse array of sources suggested here for the architecture, it is not
surprising that Fatehpur Sikri is routinely described as a synthesis of styles. Yet
terms used to convey the idea of synthesis, which appear throughout art historical
scholarship, can have deeper implications. The term ‘hybrid,’ for instance, would
30
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seem to emphasize two contributing agents, but this biological term carries with it
certain implications of race that can be traced back to scientific treatises from the
nineteenth century,33 which make it a loaded term. The term ‘syncretic’, Flood
argues, does little more than shift the dynamic from race to culture. In the first place,
that anything can be syncretic assumes that there are groups or elements that were
once ‘pure,’ when in actuality there can be no cultural entity that is pure in and of
itself.34 Furthermore the term syncretic is often used in discussions of one group
imposing religious or cultural beliefs on another group, generally with negative
implications.35 Often the syncretic is considered a space between cultures, which
reinforces what Hay terms the “inside-outside model,”36 where one group is on the
inside and one outside. Inherent within this type of exclusive separation is generally
the assumption of a respective high and low culture. The terms discussed above and
their implications have made it problematic to discuss works that are seen as inbetween. This is certainly the case in Fatehpur Sikri, which is perceived as
occupying an interstitial space that straddles two opposing entities, the Indic37 and
the Islamic.
Scholarship on Indian art, and Fatehpur Sikri in particular, has routinely
relied on designations such as ‘Hindu’, ‘Islamic’ or ‘indigenous’ as a means of
describing a structural or decorative element. Koch asserts that “affixing the term
‘Hindu’ or ‘Muslims’ to the phenomenon has without doubt tended to blind art
33
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historians to precedents and parallels elsewhere in Islamic architecture.”38 This
tendency of categorization is widespread in the scholarship of Indian art. Of the
various labels the most charged are Hindu and Muslim, which are continually placed
at odds with one another, often overlooking other religious groups such as Jain,
Buddhist, Sikh or Christian. The assumption of animosity is not only religious and
political, but has been extended to art as well. Flood writes, “the idea that temple
and mosque represent two extremes of a bipolar cultural history is an axiom of South
Asian historiography.”39 This black-and-white characterization not only excludes
large segments of Indian architecture but has ultimately produced an art history that
has largely overlooked nuance in favor of blanket stylistic generalizations.
The same tendency toward categorization can be said for ethnic or geographic
labels as well. The most general of these refer to the architecture as having “Persian
principles” and decoration in “the Indian manner”40 or as “an unsurpassed essay in
the combination of Muslim and Hindu styles.”41 Other accounts have identified
major architectural elements such as Hindu or indigenous brackets and chhatris and
Islamic types of arches.42 Such statements can serve to perpetuate static notions of
rigidly defined religious boundaries and their artistic manifestations. Recent studies
have offered more specific regional, rather than religious, sources in explaining the
unique combinations of Fatehpur Sikri such as the architecture of the Delhi
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Sultanate,43 or the Jamun-Chamba and Gujarat-Rajasthan regions.44 These
suggestions provide important insight, moving past religious labels.
None of these terms effectively convey the dynamic relationships present
within sixteenth-century South Asia. Flood asserts that the imposition of such terms
betray a linear approach that relies on political, religious and geographic taxonomies
that have inevitably been defined by modern historians. The history of India
undeniably includes the mingling of various cultural groups, all themselves
heterogeneous to some extent. Flood describes this relationship as transcultural,
which highlights the process of cultural give and take, what Flood calls the
“multidirectional nature of exchange.”45 Transculturation, then, is a dynamic
process that involves the exchange of objects and ideas among many different groups
without privileging any.
Akbar’s imperial city certainly represents an innovation in the story of Indian
architecture. Fatehpur Sikri is symbolic, perhaps the epitome, of the transcultural
relationships among the people of India. There had already been a long history of
intercultural overlapping in architecture of various religious and regional groups.
Allen asserts that there can be no truly original work of art that does not build on its
predecessors in some way.46 Rather, the challenge of the artist is to create something
innovative within the existing traditional framework that seeks to critique or improve
upon it in some way.47 In examinations of earlier Indo-Ghurid monuments Flood

43

Koch, 135.
Nath, Architecture of Fatehpur Sikri, 179.
45
Flood, 9.
46
Terry Allen, Five Essays on Islamic Art, (USA: Solopsist Press, 1988), 1.
47
Jale Nejdet Erzen, “Islamic Aesthetics: An Alternative Way to Knowledge,” The Journal of
Aesthetics and Art Criticism (Winter 2007): 69.
44

19

suggests considering them as gesamtkunstwerks, or “total art works”, rather than
examples of syncretic architecture. He argues that in this way, “the monuments
illuminate the mediation of regionally distinct architectural idioms and styles in ways
that destabilize the fundamental dichotomy between ‘Indic’ and ‘Islamic’ traditions
on which many previous analyses have been predicated.”48 I would argue that this
framework can be easily applied to Fatehpur Sikri, which can be considered an
innovative contribution, a total work of art that combines cultural signifiers in new
and thoughtful ways.
Methodology
My research therefore will examine buildings’ diverse ornamentation with the
goal of providing insight into Fatehpur Sikri as the epitome of transcultural
interaction in Mughal India. Following my first trip to India in May 2010, my study
began with a literature search to identify monuments built before, during, and after
the time of Akbar and then proceeded to conduct further field research in India in
2011 where I visited these monuments. Beyond the site in question, I visited earlier
structures from Uttar Pradesh and nearby Rajasthan, Gujarat, and Madhya Pradesh.
The sites were chosen for their potential connection to Fatehpur Sikri, including
those that were built prior to Akbar’s city and in regions from which craftsmen at
Fatehpur Sikri likely originated. These sites represent both the sacred and the
secular, comprising Islamic monuments, Jain and Hindu temples in Rajasthan at
Ranakpur (fig. 21) and Dilwara, the Qutb Mosque (fig. 22) and Humayun’s Tomb in
Delhi (fig. 23), Gujarati mosques (fig. 24) and stepwells in Ahmedabad, Bharuch and
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Khambhat, mauseolea in Gwalior (fig. 25) and royal palaces, victory towers, and
temples in the forts at Agra (fig. 26), Chittor (fig. 27) and Gwalior (fig. 28). I also
examined several structures built after the time of Akbar’s reign, including Sikandra
(fig. 29), the emperor’s tomb in Agra, as well as the later parts of the Agra Fort (fig.
30), the Red Fort (fig. 31) and Jami Masjid in Delhi (fig. 32) and the Taj Mahal (fig.
33). In visiting structures from a wide range of dates both before and after Akbar’s
rule, I hoped to get an idea of the trends that led up to the inclusion of certain
ornamental motifs as well as whether these trends persisted after Akbar’s death.
In the summer of 2010 and winter of 2011 I visited the sites and conducted a
detailed photo-documentation of the selected monuments.49 From this visual
database of 1270 photographs, I identified 35 decorative motifs most commonly
depicted in the structures, such as eight-point stars, calligraphy, and lotus petals. Of
these motifs, I chose the sixteen that appear most frequently to include in this study
(table 1). I further organized the data to demonstrate where each motif appears and
how frequently at each site (tables 2-5). Because an exact quantitative figure would be
impossible to ascertain, I have described the occurrences as ‘frequent’, ‘infrequent’ or
‘absent’ at a given site. This method of categorization provides a preliminary
investigation for relative occurrence of types of ornament across all the structures.
The buildings selected here represent a cross-section of architecture built in the
centuries just prior to Fatehpur Sikri in the surrounding regions. Likewise, these
charts provide a visual representation of the types of symbols frequently incorporated
and give an idea of general trends in their use.
49
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Of the sixteen categories that appeared most throughout the sites, twelve
appear at Fatehpur Sikri – six frequently and six in limited distinctive placements.
After analyzing the visual information I selected the three structures that contained
the largest number of ornament types as my focus (fig. 34). These three structures,
the Turkish Sultana’s House (fig. 7), Jodha Bai’s Palace (fig. 14), Birbal’s House (fig.
16) represent the widest range of ornament on the site, altogether containing ten of
the sixteen motifs (Tables 6-11). All of these buildings are located in the secular
complex (in the royal/private and public sectors).
In this study, I endeavor to work within the framework established by Flood,
moving away from oversimplified understandings of Indian cultural boundaries, and
instead attempt to offer some insight into the complex cultural interaction prevalent
during the sixteenth century. By tracing the appearance of these ornamental motifs,
I hope to present a more nuanced understanding of Akbar’s city that goes beyond the
labels of syncretic or hybrid and suggests a strategic meaning behind these stylistic
choices.
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Chapter Three: Motifs and Sources in the Ornamentation of Fatehpur Sikri

A thorough review of a site as vast and varied as Fatehpur Sikri is a
formidable undertaking; therefore this research focuses primarily on three structures
within the complex. After a complete examination of the entire site and an analysis
of the data collected, I selected three structures, the Turkish Sultana’s House, Jodha
Bai’s Palace, and Birbal’s House, for their diverse and abundant ornamentation.
Additionally, the three do not have religious purposes but rather appear in the
secular (private/royal and public sectors) area of the complex. The result is that
these structures were accessible to a larger segment of the population, whereas the
mosque complex would have been available only to Muslims. In addition to the
members of Akbar’s court, these structures would likely have been seen by officials,
servants (such as attendants, horse-keepers, porters, etc.), clerks and slaves. Habib
estimates the number of such people at Fatehpur Sikri at about 8,000.50 Apart from
those who lived or worked within the complex, it is likely that other members of
Akbar’s constituency would have had reasons to visit the public areas of the court as
some point. Who precisely had access to these structures most often is dependent on
their original purposes, which is in question in most cases. The modern-day names
of these three structures, for instance, are apocryphal and do not necessarily reflect
the original resident(s) or purpose of the structures. While Jodha Bai’s Palace most
likely served a residence for some of Akbar’s wives, less is known about the other
two. Birbal’s house may have served as a home for some of Akbar’s other wives,
50

Irfan Habib, “The Economic and Social Setting,” in Fatehpur-Sikri. eds. Michael Brand and
Glenn D. Lowry, 73-81. (Bombay: Marg Publications, 1987), 80.

23

though there has also been speculation that it served a religious purpose. The socalled Turkish Sultana’s House remains ambiguous, its size making it too small to
plausibly serve as a residence. While an exploration of the decoration of these three
structures may not determine the buildings’ original purposes, it may provide insight
into the intended primary audiences of each.
The first of these structures is the so-called Turkish Sultana’s House (fig. 7), a
very small square structure in the Anup Talao courtyard. As described earlier, the
building is dominated by the large chhajja or overhanging eave that surrounds the
building on all four sides. The interior, consisting of a single chamber, can be
accessed from any of its portals, which appear in the center of each of the four walls.
Above each of these doors is a jali, carved to form curvilinear, vegetal motifs. The
exterior walls (fig. 35) are decorated with bordered panels containing chevron
patterns, or zig-zagged lines carved into the stone. The borders that separate these
panels and demarcate the doorways and windows are filled with geometric patterns
and naturalistic scrolling vegetal decorations (fig. 36), the latter of which also adorn
the square columns that support the building’s large overhanging eaves. The
undersides of these eaves are decorated with bands composed of square panels that
are filed alternately with lotuses, diamonds, and geometric patterns.
The interior of the structure is richly decorated as well (fig. 37). The panels to
the right and left of each doorway, eight in all, are filled with stylized vegetal
decoration (fig. 38). Each panel is unique, filled with different types of trees and
scrolling vines, and in some cases animals (whose heads have since been chiseled
off), but each is framed by an identical band of geometric patterns that features eight
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point stars, swastikas, and simplified lotus flowers. Above these panels the upper
parts of the walls are filled with a deeply recessed geometric pattern that features sixpointed stars. This pattern reaches to the ceiling, which is separated by bands of
scrolling motifs. The ceiling itself consists of a large geometric framework, with a
central eight-point star and smaller five- and six-point stars radiating from it, each of
which is filled with geometric designs or lotus motifs. The structure combines many
different decorative motifs in a very small space, each of which will be described in
further detail below.
Birbal’s House (fig. 39), in the private section of the complex, exhibits similar
amounts of elaborate decoration. The exterior walls are marked by window-like
niches and doorways separated by pilasters capped with brackets. Around each of
these niches, which feature lotus bud chains that adorn the curved arches and open
lotuses in the spandrels, is a band of either scrolling vegetal decoration or geometric
patterns and, below this, a similarly decorated border that frames an empty
rectangular panel. The pilasters are adorned with framed panels of either vegetal or
geometric patterns that include a varied combination of polygons, several types of
stars and swastikas. At the base of the pilasters are stylized half lotus motifs, which
also appear on the brackets above, alongside vegetal motifs and bulbous halfspherical floral forms that protrude from the lowermost portion.
The interior is similarly decorated, with window-like niches, doorways
capped with structures that resemble brackets, and walls and pilasters (here located
on either sides of doorways) filled with carved geometric and vegetal motifs (fig. 40).
In the interior open lotuses are featured not only in spandrels but also in lintels above
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doorways and niches and over pilasters. The ceilings are also elaborately carved,
some with geometric star-centered panels and others with smaller square panels filled
with open lotus designs. In this space, as in the Turkish Sultana’s House, the viewer
is totally surrounded by carved ornament that is largely composed of geometric and
vegetal (both scrolling vines and discrete lotus flowers) designs.
The final structure I will be considering is commonly known as Jodha Bai’s
Palace (fig. 15). There are fewer decorative elements here, perhaps due in part to the
scale of the building, which is much larger than either of the two discussed above.
The decoration of this building, rather than sprawling to adorn all walls and ceilings
of the structure, is concentrated on certain areas of the building. The first decoration
a visitor would encounter (and the only decoration, if one were not allowed inside
the guarded structure), is located on the exterior of the gateway (fig. 14). The
decorations here adorn the main structural elements of the façade, including the
protruding jharokas and the doorway and flanking niches. In the spandrels of the
niches are open lotus flowers; the central two of them appear inside a six-point star.
The jharoka is, likewise, adorned with open lotus flowers between its four brackets,
and its balustrades display carved scrolling vegetal designs. The jharokas both on the
interior (facing the courtyard and inner chambers) and exterior walls of the palace,
are similarly adorned. Some of the interior balustrades also incorporate carved
diamonds, or lozenges, and types of stylized vegetal motifs.
The interior spaces, including the entrance chamber and other rooms just
inside the courtyard, also display decorative elements on structural components (fig.
41). The most noticeable of these is on the square pillars that punctuate each of these
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rooms. These pillars prominently feature motifs such as the half lotus, bell and
chain, and lozenge. Additionally, interior spaces often contain window-like niches
which are either flat and capped with torana curves or pointed and flanked with
lotuses, as on Birbal’s House. These decorative elements are the principle ornament
of Jodha Bai’s Palace, highlighting elements that were structurally important, and
perhaps significant in other ways as well.
For this study I chose to address the motifs I will be discussing either because
of their overwhelming presence in the decoration of a building or buildings or
because of the meaning attached to the symbol in an Indian context. In examining
these motifs on the three chosen structures I organized their incidence by their
physical location on the structures, which I have separated by interior and exterior
(tables 6-11). The object’s location, I argue, is often significant and plays a role in
indicating the potential meaning or intention behind the inclusion of the motif. I will
address each of these motifs as they appear on the three structures listed above as
well as on earlier structures from surrounding areas, beginning with vegetal/floral
motifs and shifting to geometric designs, ranging from simplistic to complex, then
addressing animate designs such as animals and finally calligraphy.
Vegetal/Floral Motifs
The Lotus Flower
Within the decorative designs of Fatehpur Sikri, vegetal motifs abound. Of
these, the most prevalent motif is the lotus flower, in several variants. In many ways
the lotus is the quintessential Indian symbol, used in both religious and secular
contexts. It is significant to each of the indigenous Indian religions, Hinduism,
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Buddhism and Jainism, making it “the most pervasive symbol and metaphor.”51 It
has several different meanings. Its regenerative properties make it a symbol of
fertility as well as prosperity and youth.52 It also symbolizes purity and beauty, as the
abode and principal attribute of the Hindu goddess Lakshmi, as well as detachment,
transcendence and wisdom, as a symbol of the Buddha’s journey of selftransformation and enlightenment.53 As the three religious traditions flourished over
the last millennia the traditions shared many symbols, which were variously
integrated into religious structures of each of them.54 Though use of architectural
forms varies among religions, “regional differences are far more significant than any
necessitated by particular religious belief and practice.”55 This building tradition was
continued in the design of Fatehpur Sikri, which makes use of local religious symbols
but outside the context of a Hindu or Jain temple.
Because of its significance to several major religions, the lotus flower is one of
the more pervasive motifs in Indian architecture and was eventually incorporated
into Mughal structures as well. This fact is notable, since the lotus bears no
significance in the Islamic religion and is not nearly as common on Islamic structures
outside India. While Mughal decoration often includes various stylized floral
motifs,56 the lotus is always distinct and used in a variety of identifiable ways. I have
classified the forms into five decorative variants: the full or open lotus, the half lotus,
lotus bud chain, lotus vine/scroll, and the lotus petal (table 2).
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Full/Open Lotus Motif
In my research, the one type that appears most often is the full, open lotus
(fig. 42), found in 31 of the 40, or 77.5 percent of the structures included in my study.
In those 31 structures, it appears frequently 80 percent of the time. A lotus in this
form is always represented in a circular shape with its many petals radiating out from
the center one, or sometimes multiple, concentric bands. Typically the petals are
bifurcated by a shallow line and the ends are rounded, but end in a point, not unlike
an ogee arch. The flower at times appears in variations, such as with more pointed
petals or stamens protruding from the center.
The open lotus appears on various structures in Fatehpur Sikri – Jodha Bai’s
Palace and Birbal’s House (tables 6, 7), as well as the Jami Masjid and the Dargah of
Salim Chishti. In each instance the design of the lotus itself remains fairly constant;
it is generally the flowers’ placements that differ. The most frequent of these
locations is in the spandrels, flanking doorways. The first example of this placement
is in the entrance to Jodha Bai’s Palace, on the large exterior doorway (fig. 43). Two
open lotus flowers appear within stars on either side of the large portal as well as the
two flanking portals. This type of ornament is repeated on a smaller scale on Birbal’s
House. Lotus flowers can be seen on either side of the doorways as well as on
similarly shaped window niches (fig. 44).
This particular means of displaying the lotus flower has an immediate
precedent, first, at the Kumbha Palace at Chittorgarh (fig. 45), which dates to the
eighth century and which was renovated in the mid-fifteenth century. Akbar had
besieged this very palace just a few years prior, in 1567. Though this representation
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is simpler and on a more modest scale, the design pattern remains the same. This
type of lotus placement appears on many Gujarati mosques as well, including
Ahmedabad’s Jami Masjid (fig. 46) of 1423. The open lotus appears not only
flanking the three main portals but also on the crenellations along the roofline and on
bands throughout the façade. Often in Gujarati mosques the pre-eminence of the
lotus continues to the interior as well, where lotuses can often be found on either side
of the mihrab (fig. 47), the most sacred space inside the mosque. The appearance of
this technique suggests that this was a pattern used in west and north-western India,
and one with which masons from Gujarat and Rajasthan, who worked at Fatehpur
Sikri, would surely have been familiar. This lotus type can be traced to even earlier
mosques, such as that at Kaman (dated 1195-1210). Flood writes that the placement
of lotus forms on the qibla wall was a strategic methodology that “invests the focal
point” of the structure with “iconographic qualities of radiance using an Indic
vocabulary.”57 The architecture at Fatehpur Sikri continues this tradition, using an
indigenous vocabulary to draw attention to certain areas and imbue them with a
sense of grandeur that would have been accessible to native audiences from various
regions of India.
The open motif also appears on the interior courtyard of Jodha Bai’s Palace,
principally adorning the jharokas, protruding balconies, (fig. 48) and above doorways.
Once again, the same technique appears in the Kumbha Palace (1433-68) at
Chittorgarh (fig. 49). Though the exact position of the open lotus motif varies, the
use of these decorative motifs (the lozenge motif appears on both as well) is strategic
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and symbolic, marking the balcony as an important space. The jharoka, in particular,
became significant during the Mughal period as a sort of throne or place of honor for
royalty for ceremonial events.58 Given that fact, the appearance of the open lotus on
the exterior of structures in Fatehpur Sikri represents a visual means of highlighting
areas of importance that would have been easily comprehensible for various Indian
audiences.
The open lotus also appears in the interior of structures, typically on the
ceiling. This motif occurs repeatedly on the ceilings of Birbal’s House. One such
usage consists of a central lotus surrounded by a pattern of geometric interlace with
intermittent flowers (fig. 50). The custom of depicting lotus flowers on ceilings is
very common within the Jain architectural tradition because of the deep-rooted
significance and potency of the lotus symbol. Both circular domed and rectangular
ceilings of Jain temples are frequently adorned with some variation of a lotus design.
The most common way in which this is done is in a domed ceiling. Typically, each
concentric band of the dome will contain a row of petals or deity figures radiating
out from a central lotus. This type of design appears in the Sat Bees Dawari temple
at Chittorgarh (fig. 51) (11th century) as well as in the Jain temples of Ranakpur (fig.
52) (late 14th to mid-15th century) and the Dilwara temples of Mt. Abu (fig. 53)
(ranging from the 11th to 15th century). This trend appears in nearby mosques of
Gujarat as well. The dome of the Jami Masjid in Ahmedabad (1423) (fig. 54),
among others, displays a similar pattern, with bands of open lotuses, lotus petals, and
stylized curvilinear forms emanating from a central lotus. The deity figures,
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particular to the Jain religion, naturally, have been omitted. The fact that this type of
domed lotus ceiling was transferred from a Jain to an Islamic structure is indicative
of the nature of these cultural groups who freely shared imagery despite supposed
religious boundaries. While the scale of these two examples is much grander than
the ceiling examined in Birbal’s House, the central position of the lotus in the ceiling
remains the same and perhaps is meant as a reference to that tradition. One wonders
whether the interior domes of the upper story reflect a connection to the domes of
Gujarati mosques as well.
Another way in which the lotus was used to decorate the ceiling in Birbal’s
House was within multiple recessed squares (fig. 55). This usage, too, echoes the
Jain tradition. Often areas of the ceiling surrounding the central dome in Jain
temples were rectangular, divided into squares that were filled with various images.
Not surprisingly, one method was to fill the coffered squares with open lotus flowers.
The Anandinath Jain temple of Ranakpur displays the lotus in various ways, one of
which is within a similar square pattern (fig. 56). The significance of the lotus in the
Jain context is clear by its prominence and prevalence within the temple. While the
significance of the lotus may differ in the context of Fatehpur Sikri, it remains a
powerful and recognizable symbol in Indian architecture generally. Its traditional
placement on the ceiling is continued in Birbal’s House as a means of referencing
that historical usage.
Finally, the open lotus appears on the under side of overhanging eaves on the
Turkish Sultana’s House (fig. 57), where the motif appears in bands along with
diamond shapes and geometric ornament. While there does not seem to be a
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precedent for this placement in indigenous temple architecture, which generally does
not feature such large chhajjas, there is some indication it may have been used in
palace architecture. The overhanging eaves of the fort at Gwalior (1486-1516)
display a very similar design, using alternating diamonds and open lotus forms (fig.
58). The Akbarnama identifies the Narwar district, near Gwalior, as part of Akbar’s
empire,59 and a painting (fig. 59) from the same text depicts Akbar hunting in the
same district in 1561. Thus there is reason to believe that Akbar and some members
of his court may have had some kind of presence in that region. This continuity in
style and location suggests that the motifs used at Fatehpur Sikri demonstrate a
familiarity with the history of Indian architecture that preceded it.
Half Lotus Motif
While the open lotus was the most recognizable form of the famed flower in
Indian architecture, it appeared in other variants as well. One of these forms is the
half lotus (fig. 60), which is depicted much like the open lotus but in a semicircular
form, usually bounded by a decorative border of some kind. Flood refers to this form
as a padmajala, or lotus chain60; but, since in some structures it often appears isolated,
I chose to ascribe the term half lotus for the singular form. At Fatehpur Sikri, both in
Birbal’s House and Jodha Bai’s Palace, the half lotus appears by itself rather than as
part of a chain, generally on a pillar or pilaster (fig. 61) or as part of a bracket (fig.
62). Like the full open lotus, this symbol has appeared on a variety of buildings
throughout the centuries. The half lotus had been used to decorate pillars in the past,
either by itself (fig. 63) or as a series at the bottom of a pillar (fig. 64). The symbol
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most commonly appears as part of a decorative band (fig. 65) on temples and towers
in Chittorgarh, Jain temples in Rajasthan, and Gujarati mosques and stepwells.
These usages are echoed, though not precisely replicated, at Fatehpur Sikri. Their
use demonstrates another means of consciously referencing a common Indic symbol
in a way that is reminiscent of its earlier appearances.
Lotus Bud Chain
A variant of the lotus motif appears at Fatehpur Sikri in the form I have
termed the lotus bud chain (fig. 49) (not to be confused with Flood’s lotus chain). In
this case the lotus is depicted in its budding form on a chain or vine and is typically
found along arches.61 At Fatehpur Sikri this form is found in monumental doorways,
such as that of the Jami Masjid and Jodha Bai’s Palace (fig. 66), as well as on smaller
areas like mihrabs or window-like niches on Birbal’s House (fig. 44). Interestingly
this motif occurs most often on Delhi Sultanate architecture (fig. 67) of the
fourteenth and fifteenth centuries and is largely absent from the contemporary
architecture of palaces and temples of Gujarat and Rajasthan.62 This parallel
reinforces the notion that the ornament of Fatehpur Sikri draws from multiple
sources. In the Qutb Mosque (ca. 12th century), as at Fatehpur Sikri, the design
appears along archways, both doors and window niches. Perhaps the reason for the
inclusion of this design can be explained logistically. This particular lotus bud motif
appears to be carved from the same stone as the arch itself, making it part of the
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building’s design, rather than ornament that was later added to the surface. The
design of the structures themselves – using large pointed arches and niches – relates
more clearly to Sultanate architecture than to the typically post-and-lintel doorways
of traditional Hindu structures or the torana arch of Jain temples. Therefore it would
not be difficult to imagine that the designers who conceived the archways added a
familiar element present in the Sultanate structures with which they were familiar.
Lotus Vine Scroll and Lotus Petal Motifs
It bears mentioning that there are two forms of the lotus motif that do not
appear in the ornament of Fatehpur Sikri. The lotus vine, or padmalata, (fig. 68) and
lotus petal (fig. 69) are represented in the architecture of Rajasthan and Gujarat, both
in Jain temples and later mosques. While it is difficult to speculate as to why some
elements were included and others not, it does point to the fact that the motifs
incorporated into the architecture of Fatehpur Sikri were chosen selectively from a
wide range of sources available to the builders. The inclusion and placement of
certain lotus symbols indicates a deliberate means of referencing a quintessentially
Indian symbol in different artistic ways.
Geometric Motifs
Since the inception of Islam, mathematics and geometry have been integral to
design and decoration in its architecture. Though the designs themselves vary across
the vast body of Islamic architecture, an emphasis on geometry and symmetry
remain paramount in Islamic aesthetics regardless of location. This penchant
extends to Mughal structures as well, where “the mathematical basis of mosques,
tombs and pleasure pavilions erected by Mughal emperors is expressed in the
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rigorous symmetry of their plans and the majestic proportions of their elevations, all
invariably dictated by the manipulation of regulating units of measurement.”63 This
devotion to mathematical principles is evident in the structures’ ornament as well,
which often exhibit sophisticated geometric patterns over large surfaces. This is
certainly true of Fatehpur Sikri, which exhibits a wide range of geometric shapes and
patterns ranging from simple linear forms (tables 3, 8, 9) to more complex polygonal
and composite forms (tables 4, 10, 11).
Swastika
Like the lotus flower, the swastika is deeply linked with the history of India, a
symbol found as early as 3000 BCE in the Indus Valley. It is most fully articulated as
a symbol of auspiciousness and has been associated with the indigenous Indic
religions, Hinduism, Buddhism, and Jainism.64 It has come to serve as a symbol of
India itself; today it is as potent as it ever was. During Akbar’s reign the symbol first
appears, albeit sporadically, at the Jahangiri Mahal in Agra fort (fig. 70). It is later
incorporated prominently into interior wall panels in both Birbal’s House (fig. 71)
and the Turkish Sultana’s House (fig. 72). That it appears at Fatehpur Sikri is
significant because of the symbol’s relative absence in Mughal architecture and, in
fact, architecture at large. The symbol does not adorn any other architectural work
examined in this study.
Further research shows that the earliest extant instances of the symbol’s use in
architecture date back several centuries. The swastika motif appears in both the sixth
century caves at Badami (fig. 73) and at the seventh century Durga temple at Aihole
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(fig. 74), both in Karnataka.65 While these examples do provoke interesting
questions in their own right, their location and date of origin make them an unlikely
source for the designs at Fatehpur Sikri. A more likely precedent is Jain temples,
where the symbol can be seen sporadically included in window grilles (fig. 75) or
carved ceilings (fig. 76). The inclusion of such a symbol, deeply rooted in Indian
tradition, was clearly a deliberate, and significant, choice. While the swastika
symbol may not appear in the carved decoration structures, it nevertheless appears
on the exteriors of buildings, mainly vernacular architecture. Even today the symbol
can be found painted on the sides of houses, temples and storefronts all over the
country (fig. 77), suggesting a practice that has persisted among the Indian people
over the course of centuries. It is likely that this was a common custom in the
fifteenth century as well and that the swastika would have been familiar to people at
the time. Its placement on a wall at Fatehpur Sikri, then, would suggest either a
craftsmen acquainted with such a practice or an attempt to appeal to local people
who would presumably identify this as a recognizable image. Once again the
architecture displays a symbol indigenous to India yet introduced in an entirely new
context.
The way in which the swastika is depicted is of interest as well. If indeed the
practice of adorning walls with swastikas was prevalent in the fifteenth century, the
designs likely did not involve the complex geometric framework in which these
swastikas are found. In modern India the swastika typically adorns a wall
independently, not connected to any other design, sometimes decorated with dots in
65
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the spaces between the lines. The swastikas at Fatehpur Sikri and the Agra Fort, by
contrast, have been integrated into a geometric pattern (Fig. 70). The swastika’s
linear design makes it conducive to geometric patterning. Geometry itself is an
essential part of the Islamic, and earlier Mughal, aesthetic, and designers were
continually devising new and more complex interlacing patterns. There is a long
history of this type of geometric and mathematical innovation in Islamic
architecture. The swastika fits into the linear framework of geometric patterning
while also fitting into the cultural framework established in India.
Lozenge/Diamond
The lozenge, or diamond, (fig. 78) is another familiar form found again and
again in religious structures throughout India. Though usually narrow, and often
enhanced with a shallow carved design in the center, the shape takes many forms on
the various buildings it adorns, ranging from Jain and Hindu temples to victory
towers, palaces and mosques. While the symbolism of the shape in the religious
traditions (if any) is unclear, the use of this motif had nevertheless prevailed across
the subcontinent for centuries. At Fatehpur Sikri the symbol appears throughout
Jodha Bai’s Palace (fig. 79), both on pillars and on jharokas. This placement echoes
the designs found in the palace at Chittorgarh (fig. 80). On temples and towers
within the fort the elongated, deeply carved lozenge is commonly found on pillars,
often accompanied by other symbols such as the half lotus or bell and chain. The
parallel at Fatehpur Sikri (fig. 81) is striking, not only in its location but also in its
design. As at Chittorgarh (fig. 78), the lozenge appears as a set of three, each
elongated and contained within a rectangular form, the central shape protruding
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farther forward than the two flanking it on either side, which are recessed several
centimeters. Within each lozenge there is some type of carved ornament, though the
particular design differs slightly in its elaboration.
The other appearance of the lozenge occurs on the walls of Jodha Bai’s
Palace, adorning the jharokas on the exterior of the palace walls (fig. 82). This
design, too, has a precedent in Chittorgarh. The balconies at the Kumbha palace
(fig. 49) are similar in design and decoration. Each balcony is supported by four
nearly identical brackets. The ornament adorning each balcony is different but each
features both the open lotus and the lozenge prominently, and in both instances the
lozenge appears between the brackets below.66 The structural and decorative
similarities between the two palaces suggest a connection between them. It is likely
that workmen from Chittor, the city having been conquered by Akbar less then ten
years prior, were among those working at Fatehpur Sikri. The designs that most
resemble the palaces of Chittorgarh are seen only on Jodha Bai’s Palace and do not
appear prominently on any other structure. It is logical that the palace which likely
housed a Rajput queen (or queens) would have been reminiscent of a Rajasthani
palace. This choice would suggest that the decorative elements of the buildings at
Fatehpur Sikri were not haphazard but conceived with a particular audience in mind.
In the case of Jodha Bai’s Palace, Indic motifs appear to have been chosen from
select regional sources to appeal to the aesthetic of the building’s residents.
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Star Forms
Many of the elaborately carved walls of Fatehpur Sikri are filled with complex
geometric patterns whose designs consist of combinations of polygons and stars with
five, six, eight, ten or twelve points.67 Of these the most abundant at Fatehpur Sikri
are the six- and eight-point stars (table 4), which are also two of the oldest star
patterns in Islamic design, dating back to the ninth and tenth centuries, respectively.68
In the Islamic context, the six-point star is often recognized as the seal of Solomon,
while the eight-point variant is sometimes referred to as khatim, or seal of the
prophets.69 In the Mughal period these star designs are typically featured in window
screens, or jalis, (fig. 83), and surface ornament of interlacing patterns either of
carved sandstone (fig. 84) or inlay using marble or colored stone (fig. 85). At
Fatehpur Sikri the stars appear in carved sandstone patterns that decorate the walls
and ceilings of Birbal’s House (fig. 86) and the Turkish Sultana’s House (fig. 87).
The patterns in these two structures make use of both six- and eight-point stars
(tables 10, 11), each of which has a history of usage in Islamic ornament. Though
these stars appear often in various forms here, there are very few instances of other
types of stars such as the ten- or twelve-point varieties.
Geometric ornament is not as prevalent in earlier Hindu and Jain structures
as it is in early Muslim structures, though there are some indigenous precedents. In
Jain architecture, ornament is typically dominated by figural forms and symbols such
as lotus forms, but there are some instances of geometric designs as well. One
example is in the Vimal Vasahi Temple in the Dilwara temple complex in Rajasthan,
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where geometric patterns appear in screens along the wall at the back (fig. 75). Each
of these rectangular panels consists of sixteen squares with different designs. While
some of the individual square designs repeat themselves, no two rectangular panels
are alike. This type of geometric exploration is continued in the mosques of Gujarat
(fig. 88), likely drawing inspiration from the nearby Jain temples of Mt. Abu. The
patterns seen here generally include polygonal shapes, stylized flowers and
occasionally stars (fig. 78). Though not a predominant type of decoration, when
stars do appear in these screens they typically have six or eight points. Perhaps the
decision to feature six- and eight-point stars at Fatehpur Sikri was another means of
finding commonalities among different cultural traditions.
This particular star form has a further significance in Indic culture. The sixpoint star resembles the Indian shatkona,70 which is a yantra, or sacred diagram, that
embodies the intersection of male and female forces, understood as Shiva and Shakti.
These two entities are represented as triangles, which merge to form the shaktona.
This idea is extended with the formation of the sri yantra, which, like the swastika, is
an auspicious symbol that can be found painted on the walls of buildings (fig. 89).
Because the essential aspect of the form is the intersection of the two triangles, the
shatkona does not appear, as the six-point star in the Islamic context often does, as an
outline without its interior lines. The six-point stars featured in the designs of
Fatehpur Sikri appear in both forms, at times with interior lines (fig. 90) and other
times without (fig. 91). This would seem to be a deliberate decision, since its
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corollary, the eight-point star, is never depicted as two intersecting squares (fig. 92).71
Just as the incorporation of the swastika brings an Indian symbol into an Islamic
design context, so the use of the six-point star at Fatehpur Sikri exhibits the inclusion
of a common Islamic symbol in a broader Indian culture.
Stars with Flowers
Among the geometric designs present at Fatehpur Sikri there are some that
can be classified as composite, combining various shapes and motifs. One of the
most prevalent of these motifs is the increasing tendency during this period to depict
both six- and eight-point stars with flowers in the center (fig. 93). Some of these
flowers clearly reference the lotus in its open form (fig. 94), while others display a
more simplified, generic flower form (fig. 95). Though the forms work well together,
this practice is one that finds little precedent in the architecture of the Sultanates or
earlier Islamic structures. The custom likely has its roots in Jain architecture, whose
ceilings at times incorporate flowers within star-like designs on a large scale (fig. 96).
The ceiling of the Turkish Sultana’s House (fig. 97) is similar, though its design gives
precedence to the star forms while minimizing the visual aspect of the flowers. This
principle also appears on the wall in the King’s Audience Hall at Gwalior (fig. 98),
built less than one century before Fatehpur Sikri at a distance of approximately 150
kilometers. A remarkably similar design appears at Agra Fort (fig. 99), sharing not
only the overall design but also the replication of a flower within a six-point star at
the center of a circular medallion. This motif appears in multiple locales near
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Furthermore, the decoration at the religious complex at Fatehpur Sikri, principally the Jami
Masjid, Dargah and Buland Darwaza, does not make use of any six-point stars while eight-point stars
figure prominently. As the religious complex has markedly fewer indigenous Indian symbols, such as
those discussed above, the omission of the six-point star could be read as an acknowledgement of the
six-point star as a significant Indian sign.
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Fatehpur Sikri around Akbar’s time, and at Fatehpur Sikri exclusively in the royal
complex. Significantly when the motif is used at Fatehpur Sikri it is often alongside
another indigenous element, such as the swastika (fig. 67) or shatkona (fig. 92).
Perhaps, then, the flower (likely a derivative of the lotus form) within the star serves
as further reinforcement of the combination of cultural symbols. This motif
represents, quite literally, the merging of symbols from different cultures that
converge to form a new symbol reflective of a new era.
Bell and Chain
One other composite form is the bell and chain motif (fig. 100), another motif
that carries meaning in the Indic context. The bell, or ghanta, like the lotus, is
significant in each of the three principle religions native to India.72 It serves a ritual
purpose in each tradition, and its visual appearance serves as a reference to the
practice of each religion. Though central to each practice, it most often appears in
the architecture of Jain temples. Typically the bell and chain appears as a series on a
pillar, making it a motif that is often repeated dozens of times throughout a given
temple.
The bell and chain motif repeats on structures throughout India largely due to
the practice of using spolia common among incoming Muslim groups. In
constructing the earliest part of the Qutb Mosque complex in the twelfth century,
builders made use of pillars from the pre-existing Jain temples on the site (fig. 101).
Such reuse of architectural materials in mosques has often been portrayed as an act
of temple desecration and a manifestation of iconophobia on the part of the
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conquering Muslims.73 Flood asserts that such generalizations are based on
historical accounts that do not address the previous history of temple desecration
within South Asia.74 On the contrary, in constructing the Qutb Mosque, where
materials and labor needed for creating new pieces were readily available, the
decision to reuse material would seem to be deliberate.75 In using these objects,
rather than destroying them, the architecture of the Sultanates highlights continuities
with the local culture rather than simply claiming dominion over it.
In consciously selecting items to reuse, the builders imbued the symbols
contained therein with a new significance. Flood argues that the bell and chain motif
was repurposed, making it meaningful in its new Islamic context. The act of ringing
a bell is therefore transferred from iconic to aniconic practice, as worshippers move
through the building towards the mihrab rather than towards the house of the main
deity.76 Traditionally in the Hindu and Jain context, bells appear in the exterior or
entrances of sacred structures. The ritual ringing of the bell, then, symbolizes the
worshipers moving from the profane to the sacred, both physically and
metaphysically. Whether worshipers at the Qutb Mosque actually internalized this
same symbolic importance of the bell is impossible to determine; however, the fact
remains that in incorporating the symbol in a religious structure the Sultanates added
the bell image to the Islamic visual repertoire.
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The reuse of Jain temple elements was continued in the Islamic structures in
Gujarat as well. Often pillars and bands of decoration appeared alongside new
constructions, which themselves often referenced earlier Jain structures. Thus, it is
not surprising that the bell and chain motif appeared on some pillars that ended up in
Gujarati mosques (fig. 102). Using Flood’s logic, in appropriating the bell motif,
Gujarati builders gave the symbol a new importance within the Islamic context.
However, the motif also appears in a secular context in Gujarat. At the Adalaj
Stepwell, another important social space within the community, bell and chain
images appear on pillars flanking the entrance to the structure (fig. 103). The
symbol, then, is transferred from a religious to a secular space, and its placement
reinforces its significance. The bell, here removed from the religious context,
becomes a motif used to indicate moving through space without the spiritual
implications. Rather than progressing towards a temple icon or mihrab, the bell now
denotes a more general movement from exterior to interior.
In Fatehpur Sikri, the bell and chain serves a similar purpose. The motif does
not appear on the mosque but rather is reserved for Jodha Bai’s Palace (fig. 104).
Here its placement is significant as well, on pillars in the entrance hall of the gateway
that serves as an access to Jodha Bai’s Palace. As with the pattern of use developed
in Gujarat, the bell and chain symbol shifted from a religious context to a secular
one. Here the motif is located, significantly, on pillars within the entrance hall, again
highlighting the movement from the exterior to a more private interior space. On the
surface the inclusion of the indigenous bell and chain motif could be read as a
‘Hindu’ symbol meant to appeal to the Hindu inhabitants of Jodha Bai’s Palace.
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Tracing the symbol back, however, reveals a more nuanced understanding of the
image’s history and potential significance.
Animate Motifs
Though an examination of visual elements included at Fatehpur Sikri can
provide insight into their meaning and usage, meaning can be attached to motifs that
do not appear as frequently or are excluded altogether (table 5). The symbols that
have been discussed here have been interpreted as a reflection of the repertoires of
the various craftsmen working on the site and a means of outwardly embracing
transcultural ideas central to Akbar and his court. Based on this logic, the imagery of
Fatehpur Sikri’s ornament demonstrates certain ideas about those groups; likewise
symbols that are conspicuously absent are significant in the same capacity.
In comparing Fatehpur Sikri to earlier Mughal architecture, the ornament
used at Fatehpur Sikri is vastly more varied than that used in early Indo-Islamic
contexts. However in comparing it to the religious architecture of India that
preceded it, there are some noticeable absences. The most prominent of these is the
lack of figural forms, both human and animal. Both Jain and Hindu temple
structures are filled with human figures, which are generally representations of
deities, guardian figures, or ascetics. In addition, there are animal forms which
include elephants, swans, or hamsa (fig. 105), kirttimukha, “face of glory”, and
makara, a type of stylized sea monster (fig 106).77 This use continued in the tradition
of secular palatial architecture, which is epitomized at Gwalior. The Man Mandir
palace features animals prominently in its decoration, which includes elephants,
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ducks (fig. 107) peacocks, ducks, tigers, as well as various types of birds and hybrid
figures (fig. 108).
The tradition of using animal and mythological figures continued, to some
extent, in local Islamic architecture. Flood notes the existence of zoomorphic figures
such as birds, lions, and mythical creatures, on religious architecture as well as
coins.78 Human figures, however, were generally absent. Where they did appear,
typically on architectural elements like columns reused from earlier structures, the
figures were generally defaced, though not uniformly. At times the entire figure was
removed while at other times only its face or eyes were chipped away. This practice
occurred in the mosques of Gujarat as well. One of the earliest of these, the Jami
Masjid at Bharuch (ca. 1300), includes elements of human forms in various degrees
of intactness. Some figures are almost totally intact (fig. 109), while others are
missing a face (fig. 110) and others seem to have been essentially removed (fig. 111).
The practice of including anthropomorphic figures declines by the later 16th century
in Gujarat. This is perhaps largely due to the fact that later mosques relied more on
original work and less on recycled architectural elements, generally spolia from
Hindu and Jain structures. Flood also points out that “later architectural shastras
(treatises) emphasize that figural ornament should be avoided in the decoration of
mosques, implying that the image was perceived as an element of differentiation
between distinct kinds of sacred space.”79 This trend indicates not only that human
imagery was consciously excluded but in a broader sense that architectural
ornamentation was controlled to some extent by religious or architectural treatises.
78
79

Ibid., 164.
Ibid., 172.

47

In accordance with these shastras, as well as the trend of excluding the human
form from religious works of art in Islamic and Mughal culture, Fatehpur Sikri
displays very few figural forms.80 What were likely the most prominent figural forms
are no longer extant. Firsthand accounts relate the existence of a pair of large
elephants flanking the gateways at the Agra Fort and Fatehpur Sikri which Nath
traces back to the ancient Indian motifs of the Gaja-Lakshmi concept,81 derived from
the depiction of the goddess Lakshmi as being lustrated by elephants. Flood points
out that elephants and lions were the quintessential royal beasts in both Indian and
Persian culture, so they were favored in earlier Sultanate architecture.82 This
continuity would have made the use of such elements, like the elephant, particularly
attractive as a recognizable symbol within various cultural contexts and particularly
conducive to the architecture at Fatehpur Sikri.
The most prominent use of flora and fauna in the decoration of Fatehpur Sikri
is on the interior walls of the Turkish Sultana’s House. The plants, though stylized,
show clear attempts to replicate natural variants in plant types. Likewise one of the
panels includes shallow relief sculptures of animal figures including birds and what
appear to be lions, though, curiously, the heads of all of the animals have been
chiseled away (fig. 112). The choice of animals is significant in that they are ones
common to the Indian vocabulary. Variations of lions as well as birds (peacocks,
parrots, ducks and geese) appear throughout earlier Indian architecture. The style of
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representation at Fatehpur Sikri is different and may speak to the tradition of
miniature painting that flourished at Akbar’s court. While the appearance of these
figural forms is intriguing, their existence is the exception rather than the rule at
Fatehpur Sikri, whose ornament typically eschews the representation of figures, both
human and animal. Likely this example is reflective of a style of architecture that,
while innovative and original, remained within the constraints, whether implicit or
explicit, of Islamic architectural norms of the time.
Calligraphic Motifs
Another element that does not appear on any structure of the royal or the
public court is Arabic calligraphy. Perhaps this omission is natural, since the
structures in question are secular and the local people, as well as the ruling elite, were
not Arabic speakers. In the religious complex, calligraphy does adorn the areas of
the mosque, dargah and main gateway, though it is relegated to strategic areas, such
as above doorways, or over sacred spaces such as mihrabs or tombs (fig. 113). This
means of decoration is a marked departure from the Delhi Sultanate style (fig. 114),
which features calligraphic elements of a building’s decoration. Perhaps limiting the
use of calligraphic ornament at Fatehpur Sikri to strategic locations within the
religious complex was an attempt to avoid alienating a constituency made up of
diverse citizens. Or it may have been a stylistic choice, intended as a means of
showcasing mathematical prowess and geometric design over calligraphic mastery.
Or it could have been a result of the fact that local stonemasons likely had less
familiarity with Arabic calligraphy than with creating shapes and floral motifs.
Whatever the reason, the usage signifies a shift in the use of calligraphy as a design
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element. Generally speaking, omissions at Fatehpur Sikri are consistent with their
inclusions; that is, they denote an architecture that fits within the larger framework of
Islamic and Mughal precedents but that also embraces elements representative of a
diverse cultural populace.
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Chapter Four: Continuations and Conclusions

Implications of Decoration and Structures’ Purposes
Through a visual analysis of the decorative motifs I have illustrated that the
ornamentation at Fatehpur Sikri not only had precedents in various earlier structures
but also that these designs were used strategically in ways that would have been
significant for sixteenth-century observers. The motifs and the ways in which they
were used signify not only the diverse nature of the workers and citizens of Fatehpur
Sikri, but also Akbar’s desire to use architecture as a subtle means of unifying this
diverse populace. This analysis of ornament may be used to shed light on the life at
the court of Akbar, particularly the buildings’ original purposes or the intended
audience within these structures.
Of these three structures, Jodha Bai’s Palace is the simplest in terms of its
decoration, ornament limited to strategic locations rather than as an allover design.
There are several possible reasons for this simplicity. Jodha Bai was also
chronologically first of the three, since the construction began in 1569. This
relatively early date might account for its relative simplicity in ornament, as the work
force may have been drawn from fewer regions. The start date may also account for
various elements’ resemblance to palace architecture in Chittorgarh, Rajasthan, as
the fort was conquered by Akbar’s forces just two years prior. Additionally the
structure’s much larger size meant a much larger space to fill, making an allover
design like those that filled the walls at Birbal’s House less practical. Additionally, at
the time of its use, the palace was likely filled with other decorative elements such as

51

textiles that would have added to the overall aesthetic environment, as indicated by
pictorial representations in the Mughal period illuminated manuscripts.
Scholars have noted that the use of jali screens (likely to be used by women
for purdah, or a means of concealing women from view) and the gatehouse beside the
imposing façade point to its original usage as a house for Akbar’s wives. There has
been speculation that this large space was built for Maryam, Akbar’s wife who bore
his son and heir, though the space seems rather oversized for housing only one
woman. The conjecture that Jodha Bai’s Palace was a residence for royal women
can be corroborated by an analysis of ornamental aspects as well. The use of the
lozenges in combination with the open lotus flowers is one that is seen
predominantly in earlier palaces in nearby regions. The particular use of these two
motifs on the balconies and spandrels (in the case of the lotus) have immediate
precedents at Chittorgarh, a palace in Rajasthan, the land of Akbar’s Rajput wives.
The bell and chain, likewise, would have been a familiar symbol to his wives of
Hindu or Jain backgrounds. The ornament used here is consistent with the
building’s proposed use; the motifs that appear here would have resonated with a
traditional Rajput woman at the time.
Moving forward chronologically, the next of the three structures is Birbal’s
House, a highly decorated structure in contrast to the overall sparsely decorated
Jodha Bai’s Palace. Here, the walls and ceilings are entirely carved with a variety of
geometric and vegetal motifs. The motifs include symbols like the swastika and
stylized lotus flowers, but much more prominent are the star patterns and scrolling
vegetal designs. Some individual motifs even seem to offer a new innovation on a
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familiar design. The half lotus (fig. 60), for instance, is banded by a chain of adjacent
circles, as seen in earlier examples, but to this, the craftsmen have added an
additional band of scrolling vegetal motifs unlike anything seen before. The overall
shape it forms, with a narrow point that rises from the center, is somewhat
reminiscent of another shape (that does not include the lotus) often found in earlier
Jain architecture (fig. 64), but the synthesis of forms and decoration in Birbal’s
House represents an entirely new innovation.
This shift in decoration could be indicative of an influx of various cultural
groups into the labor force. I suggest that the decoration is also reflective of the
building’s purpose. Many now believe the building’s common name, Birbal’s House,
to be inaccurate, as it seems unlikely an administrative advisor would have been
housed so close to the residential space reserved for the wives and women of Akbar’s
court. This name, like that of Jodha Bai’s Palace, both attributed much later, is more
likely reflective of the public’s preoccupation with figures who have become
legendary icons and have captivated the imaginations of audiences even centuries
later. There has been speculation that the structure was most likely built as another
residence for Akbar’s wives, located as it was in the so-called imperial ‘harem’.
Scholars have mentioned in particular two of Akbar’s first wives, Ruqqaya Begum
(at times referred to as the ‘Turkish Sultana’) and Salima Sultan Begum. If that were
the case, it is logical that there would have been little need for overt references to
symbols typical of Jain or Hindu temple architecture or Rajput palatial structures,
with which these two wives would likely not have been familiar. These wives, like
Akbar, were of Persianate descent; perhaps this fact allowed the craftsmen to draw
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more freely from Persian styles of ornament in decorating a structure intended for
their use.
The last of the three structures is the Turkish Sultana’s House, which remains
one of the most enigmatic in the entire complex. Its size and ornament make it
distinct from any other at the site. The use of star patterns and floral forms on the
ceiling are similar to decoration seen at Birbal’s House, while the use of lotus and
diamond forms in the chhajja ceilings are reminiscent of Jodha Bai’s Palace. Yet the
interior decoration, both the naturalistic walls panels depicting flora and fauna and
the star patterns in very heavy relief, are entirely new. In this way the architecture of
the Turkish Sultana’s House references other styles seen earlier while also moving
forward to contribute something totally original.
The building’s original use remains puzzling. A very small pavilion, the
space could hardly have served as a residence, as the name suggests. More likely the
name was given in reference to the building’s interior ornament, which is more
overtly Persianate in style. It is clear that the wall panels here were meant to be seen
as the building’s primary decoration, rather than covered by textiles as in Jodha Bai’s
Palace or paint as in the Sunehra Makan. The high caliber of the decoration and
incorporation of multiple styles could have been reflective of the refinement of the
artists’ craft over time. The quality of production might also have been indicative of
the nature of the building’s use, that is to say its audience. The building’s close
proximity to the imperial apartments (to which it was connected by means of a
colonnaded walkway) would suggest that this ornate space was used by the emperor
himself. The large eaves as well as the doors and jali screens on each of the walls
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would likely have made the space cool in the summer heat of India. The elaborate
interior decorations further indicate a strong connection to the arts, of which Akbar
was known to be a great patron. The space, then, may have been used as a pleasure
pavilion or library of sorts. While Akbar was illiterate, he was fond of literature and
poetry, which was often read and recited to him. This comfortable, intimate space
would have lent itself well to such a purpose, and the decorative wall panels,
furthermore, would have fit well with the building’s purpose, almost setting the stage
for storytelling. Interestingly, the wall panels themselves bear a resemblance to
leather filigree book covers of the Timurid period (fig. 115), which often combine
scrolling vegetation with naturalistic representations of animals. Perhaps the wall
panels not only provided a setting for reading books but actually reflected the art of
the books themselves. The decoration of the Turkish Sultana’s House indicates the
beginnings of a tendency toward a more distinctly Persiante style that would
continue in Mughal architecture, first with Sikandra and to a larger extent during the
rule of Shah Jahan.
Continuations in Later Mughal Architecture
Fatehpur Sikri was a departure from earlier Mughal architecture resulting in a
conversion of architectural forms and decorative styles unlike anything that had
come before it. While no individual motif was entirely without precedent, the
innovation lay in the integration of symbols drawn from myriad sources throughout
India. Innovative though it was, it did not signal the beginning of a new style of
architecture. Just as Akbar’s royal citadel Fatehpur Sikri itself was abandoned after a
mere fourteen years, the unique style of Fatehpur Sikri would never be replicated.
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This is not to say that it had no impact on the design of Mughal building, however.
The ornament of Fatehpur Sikri, while never repeated, served as a transition toward
a new Mughal architectural style during the 18th and 19th centuries.
While the scope of this work precludes a complete review of later Mughal
architecture, there are a number of trends that may be traceable to developments at
Fatehpur Sikri. Generally Mughal architecture after the reign of Akbar became more
minimal, motifs stripped to their barest components and then stylized. Some motifs,
perhaps ones that were perceived as more overtly ‘Hindu’, such as the six-point star
or swastika, were almost completely omitted. Others, such as lotus or floral motifs,
were transformed to become more palatable in an increasingly orthodox Islamic
state. No subsequent ruler proved to be as accepting of other religions as Akbar, nor
did his inclusive religion last beyond his lifetime.
One of the most notable shifts in later Mughal ornamentation was the use of
vegetal and floral motifs. The decoration at Fatehpur Sikri showcased a wide variety
of floral patterns ranging from single open lotus designs to scrolling vine motifs and
naturalistic plants. Later Mughal architecture, such as that of Shah Jahan (15921666), abandoned the lotus motif altogether (perhaps because of its indigenous
connotations) in favor of stylized flowers on scrolling vines (fig. 116) or isolated in
vases or niches (fig. 117). This style seems to take examples from the Turkish
Sultana’s House (fig. 118) as its precedent. The architecture of Sikandra, built during
both Akbar’s and his son Jahangir’s (1569-1627) rule, demonstrates this shift. The
older structures in the complex feature the carved red sandstone lotus-in-star motif
(fig. 119), while the newer parts rely more on scrolling vegetal motifs in inlaid stone
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or colorful paint (fig. 120). This trend continues in the later architecture of Shah
Jahan, which relies almost exclusively on the scrolling vine motifs and flowers of
inlaid stone on marble (fig. 121).
Another widespread trend in later Mughal architecture is the use of scalloped,
or multi-lobed arches (fig. 122). Though there are isolated instances of such
archways in earlier Indian architecture,83 their usage does not become an established
practice until the later Mughal era, in structures like the 17th century Khass Mahal in
the Agra Fort and the Red Fort in Delhi. There may be a number of possible
explanations for this sudden introduction, but it is notable that the arches bear some
resemblance to the lotus bud chain motif employed at Fatehpur Sikri. That
particular motif appears in Akbar’s other structures, like the earlier Agra Fort (fig.
51), but, apart from one instance at Sikandra, the motif seems to have died out with
Akbar. It is conceivable that the lotus bud chain design was simplified and stylized
into the later scalloped arch. If this was the case, then Fatehpur Sikri likely served as
a transitional phase in the development of styles of arches.
The suggestions offered here represent only preliminary findings of potential
ideas that could be elaborated upon with more research into the structures of later
Mughal rulers. The focus of this study is the ornament of Fatehpur Sikri and how it
represents the cultural groups present during Akbar’s reign. Though looking at the
architecture itself is instructive, the ideas posited here could be further elaborated
with an examination of visual culture, as Flood has done for the pre-Mughal era. In
analyzing this visual information, in conjunction with sources such as miniature
83
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painting, textiles (such as clothing and carpets) and other decorative objects, it would
be possible to determine more about the culture or cultures present at Akbar’s court.
Therefore this study offers a preliminary example of the ideas that emerge from
examining the art as the primary source of information.
Most accounts mentioning Fatehpur Sikri characterize it as a synthesis of
‘Hindu’ and ‘Islamic’ architecture. Much more than that, it represents a hallmark of
cultural interaction and the epitome of that manifestation in Indian architecture. The
structures and their decoration were conceived strategically to be not only a
representation of Akbar’s personal and political outlook, but also a reflection of his
diverse constituency. Motifs were used thoughtfully in regard to style, frequency,
and location; they combine to create a site that embodies the various cultural groups
that made up the city’s population and can provide insight into life at time of Akbar’s
reign. The data and subsequent analyses I have provided offer a thorough
examination of the ornament at three of the buildings at Fatehpur Sikri which in turn
gives insight into the nature of Akbar’s design in creating a city that would
accommodate a diverse, ever-growing population. This distinct Akbari repertoire of
motifs reflects the nature of Akbar as a leader and represents a unique moment in the
history of Mughal architecture.
How then is this architectural complex a reflection of Islamic art, or even
Islam itself? I argue that Fatehpur Sikri exhibits the extent to which Islamic design
principles, and Islam, can be adapted in various environments. It is this mobility and
versatility that has enabled the widespread adoption of Islam. Its universal aesthetic
principles – chief among them the floral or arabesque and geometric motifs – allow
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for a style of art that can be adapted to various existing architectures. India, with its
rich and diverse history of myriad cultures and religions, make it an ideal place for
fostering a transculturation and, by extension, particular cultural signifiers. More
than any other place in India, Fatehpur Sikri demonstrates that the traditions and
cultural ornamentation of several peoples can exist side by side in a harmonious
whole.
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Appendices

Table 1. Sixteen Common Motifs.
Open Lotus

Half Lotus

Lotus Bud Chain

Lotus Scroll/Vine

Lotus Petal

Bell and

Swastika

Lozenge/Diamond

T-Shape

Chevron

Human Figure

Calligraphy

Chain
Eight-point Star

Six-point

Star

Makara

Elephant
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Table 2. Floral (Lotus) Motifs and their Frequency by Site

Location

Chittorgarh

Site
Sas-Bahu
Hindu
Temples
Vimala
Vasahi
Jain
Temple
Sat Bees
Dawari
Jain
Temple
Kirti
Stamph
Mehrauli-Qutb
Minar
Luna
Vasahi
Jain
Temple
Jami
Masjid
Jami
Masjid
Teen
Darwaza
gateway
Ahmed
Shah's
mosque
Jama
Masjid
Rani
Rupmati's
mosque
Rana
Kumbha's
Palace

Ranakpur

Anandinat
h Jain
Temple

Nagada

Mt Abu

Chittor
Chittorgarh
New Delhi

Mt Abu
Bharuch
Khambhat
Ahmedabad
Ahmedabad
Ahmedabad
Ahmedabad

Date

Open
Lotus

11th c.

1031

11th c.
12th c.
1193

1231
1300
1325
1411
1414
1423
14301440
14331468
late
14th to
mid
15th c.
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Half
Lotus

Bud
Chain

Vine/
Scroll

Petal

Ranakpur
Chittorgarh
Ahmedabad
Ahmedabad

Chittorgarh
Mt Abu
Gwalior
Ahmedabad
Gwalior
New Delhi
Agra
Fatephur
Sikri
Ahmedabad
Fatehpur
Sikri
Fatehpur
Sikri
Fatehpur
Sikri
Fatehpur
Sikri

small Jain
temple
Meerabai
Temple
Tomb of
Ahmed
Shah
Rani-kaHazira
Vijay
Stambh/
Victory
Tower
Bhimasha
h/
Pittalhar
Gwalior
Fort--Man
Mandir
Adalaj
Vav
stepwell
Muhamma
d Ghaus
Nagar
Humayun'
s Tomb
Red Fort-Jahangiri
Mahal
Fatehebad-Jami
Masjid
Siddi
Saiyad's
mosque
Dargah of
Salim
Chisti
Jodhbai's
Palace
Birbal's
House
Turkish
Sultana's
House

15th c.
1440
1442
1445
14581468
1468
14861516
1499
1562 on
15651573
15651573
1571
1572
15801581
15731585
15731585
15731585
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Fatehpur
Sikri
Fatephur
Sikri
Mt Abu
Agra
Gwalior

Agra
Agra
New Delhi
Old Delhi

Diwan-iKhas
Fatehebad-Buland
Darwaza
Mahaveer
Swami
Temple
Sikandara
Tansen
Nagar
Red Fort-Jahangiri
Mahal
(Shah
Jahan
part)
Taj Mahal
Red Fort
(Lal Qila)
Jami
Masjid

15731585
15761577
1582
16001613
early
17th c.

1628 on
1631 on
16391648
16561661

Key
Does not appear
Appears sparsely
Appears frequently
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Table 3. Geometric Motifs (Linear) and their Frequency by Site
Location
Nagada
Mt Abu
Chittor
Chittorgarh
New Delhi
Mt Abu
Bharuch
Khambhat
Ahmedabad
Ahmedabad
Ahmedabad
Ahmedabad
Chittorgarh
Ranakpur
Ranakpur
Chittorgarh
Ahmedabad
Ahmedabad

Site
Sas-Bahu
Temples
Vimala
Vasahi
Temple
Sat Bees
Dawari Jain
Temple
Kirti
Stamph
Mehrauli-Qutb Minar
Luna
Vasahi
Temple
Jami Masjid
Jami Masjid
Teen
Darwaza
Ahmed
Shah's
mosque
Jama
Masjid
Rani
Rupmati's
mosque
Rana
Kumbha's
Palace
Anandinath
Jain Temple
small Jain
temple
Meerabai
Temple
Tomb of
Ahmed
Shah
Rani-kaHazira

Date

Chevron

11th c.
1031
11th c.
12th c.
1193
1231
1300
1325
1411
1414
1423
1430-1440
1433-1468
late 14th
to mid
15th c.
15th c.
1440
1442
1445
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Swastik

Chittorgarh
Mt Abu
Gwalior
Ahmedabad
Gwalior
New Delhi
Agra
Fatephur
Sikri
Ahmedabad
Fatehpur
Sikri
Fatehpur
Sikri
Fatehpur
Sikri
Fatehpur
Sikri
Fatehpur
Sikri
Fatephur
Sikri
Mt Abu
Agra
Gwalior

Vijay
Stambh/
Victory
Tower
Bhimashah/
Pittalhar
Gwalior
Fort--Man
Mandir
Adalaj Vav
stepwell
Muhammad
Ghaus
Nagar
Humayun's
Tomb
Red Fort-Jahangiri
Mahal
Fatehebad-Jami Masjid
Siddi
Saiyad's
mosque
Dargah of
Salim Chisti
Jodhbai's
Palace
Birbal's
House
Turkish
Sultana's
House
Diwan-iKhas
Fatehebad-Buland
Darwaza
Mahaveer
Swami
Temple
Sikandara
Tansen
Nagar

1458-1468
1468
1486-1516
1499
1562 on
1565-1573
1565-1573
1571
1572
1580-1581
1573-1585
1573-1585
1573-1585
1573-1585
1576-1577
1582
1600-1613
early 17th
c.
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Agra
Agra
New Delhi
Old Delhi

Red Fort-Jahangiri
Mahal
(Shah Jahan
part)
Taj Mahal
Red Fort
(Lal Qila)
Jami Masjid

1628 on
1631 on
1639-1648
1656-1661

Key
Does not appear
Appears sparsely
Appears frequently
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Table 4. Geometric Motifs (Polygons and Composite) and their Frequency by Site

Location
Nagada
Mt Abu
Chittor
Chittorgarh
New Delhi
Mt Abu
Bharuch
Khambhat
Ahmedabad
Ahmedabad
Ahmedabad
Ahmedabad
Chittorgarh
Ranakpur
Ranakpur
Chittorgarh
Ahmedabad
Ahmedabad
Chittorgarh

Site
Sas-Bahu
Temples
Vimala
Vasahi
Temple
Sat Bees
Dawari Jain
Temple
Kirti Stamph
Mehrauli-Qutb Minar
Luna Vasahi
Temple
Jami Masjid
Jami Masjid
Teen
Darwaza
Ahmed
Shah's
mosque
Jama Masjid
Rani
Rupmati's
mosque
Rana
Kumbha's
Palace
Anandinath
Jain Temple
small Jain
temple
Meerabai
Temple
Tomb of
Ahmed
Shah
Rani-kaHazira
Vijay
Stambh/

Date

Diamond

11th c.
1031
11th c.
12th c.
1193
1231
1300
1325
1411
1414
1423
14301440
14331468
late 14th
to mid
15th c.
15th c.
1440
1442
1445
14581468
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T
Shape

6-point
star

8-point
star

Bell and
Chain

Mt Abu
Gwalior
Ahmedabad
Gwalior
New Delhi
Agra
Fatephur
Sikri
Ahmedabad
Fatehpur
Sikri
Fatehpur
Sikri
Fatehpur
Sikri
Fatehpur
Sikri
Fatehpur
Sikri
Fatephur
Sikri
Mt Abu
Agra
Gwalior

Victory
Tower
Bhimashah/
Pittalhar
Gwalior
Fort--Man
Mandir
Adalaj Vav
stepwell
Muhammad
Ghaus
Nagar
Humayun's
Tomb
Red Fort-Jahangiri
Mahal
Fatehebad-Jami Masjid
Siddi
Saiyad's
mosque
Dargah of
Salim Chisti
Jodhbai's
Palace
Birbal's
House
Turkish
Sultana's
House
Diwan-iKhas
Fatehebad-Buland
Darwaza
Mahaveer
Swami
Temple
Sikandara
Tansen
Nagar

1468
14861516
1499
1562 on
15651573
15651573
1571
1572
15801581
15731585
15731585
15731585
15731585
15761577
1582
16001613
early
17th c.
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New Delhi

Red Fort-Jahangiri
Mahal (Shah
Jahan part)
Taj Mahal
Red Fort
(Lal Qila)

Old Delhi

Jami Masjid

Agra
Agra

1628 on
1631 on
16391648
16561661

Key
Does not appear
Appears sparsely
Appears frequently
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Table 5. Other Motifs and their Frequency by Site

Location
Nagada
Mt Abu
Chittor
Chittorgarh
New Delhi
Mt Abu
Bharuch
Khambhat
Ahmedabad
Ahmedabad
Ahmedabad
Ahmedabad

Site
Sas-Bahu
Temples
Vimala
Vasahi
Temple
Sat Bees
Dawari Jain
Temple
Kirti
Stamph
Mehrauli-Qutb Minar
Luna
Vasahi
Temple
Jami Masjid
Jami Masjid
Teen
Darwaza
Ahmed
Shah's
mosque
Jama
Masjid
Rani
Rupmati's
mosque
Rana
Kumbha's
Palace

Date
11th
c.

Makara

1031
11th
c.
12th
c.
1193
1231
1300
1325

(removed)

1411
1414
1423

(removed)

14301440

14331468
late
14th
to
mid
Anandinath 15th
Jain Temple c.
Ranakpur
small Jain
15th
Ranakpur
temple
c.
Meerabai
Chittorgarh Temple
1440
Tomb of
Ahmedabad Ahmed
1442
Chittorgarh

Human
Elephant figure
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Calligraphy

Shah
Rani-kaAhmedabad Hazira
Vijay
Stambh/
Victory
Chittorgarh Tower
Bhimashah/
Mt Abu
Pittalhar
Gwalior
Fort--Man
Gwalior
Mandir
Adalaj Vav
Ahmedabad stepwell
Muhammad
Ghaus
Gwalior
Nagar
Humayun's
New Delhi Tomb
Red Fort-Jahangiri
Agra
Mahal
Fatephur
Fatehebad-Sikri
Jami Masjid
Siddi
Saiyad's
Ahmedabad mosque
Fatehpur
Dargah of
Sikri
Salim Chisti
Fatehpur
Jodhbai's
Sikri
Palace
Fatehpur
Birbal's
Sikri
House
Turkish
Fatehpur
Sultana's
Sikri
House
Fatehpur
Diwan-iSikri
Khas
Fatehebad-Fatephur
Buland
Sikri
Darwaza
Mahaveer
Swami
Mt Abu
Temple
Agra
Sikandara

1445
14581468
1468
14861516
(one
instance)

1499
1562
on
15651573
15651573
1571
1572
15801581
15731585
15731585
15731585
15731585
15761577
1582
160078

Gwalior

Agra
Agra
New Delhi
Old Delhi

1613
early
17th
c.

Tansen
Nagar
Red Fort-Jahangiri
Mahal
(Shah Jahan 1628
part)
on
1631
Taj Mahal
on
Red Fort
1639(Lal Qila)
1648
1656Jami Masjid 1661

(in mihrab)

Key
Does not appear
Appears sparsely
Appears frequently
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Table 6. Exterior Locations and Frequency of Floral (Lotus) Motifs in Three
Structures

Open Lotus

Lotus Bud
Half Lotus Chain

Jodha Bai's Palace
spandrels
lintel of doorway
door arch
window niches
under/on jharokas
pillars/pilasters
eaves
brackets
wall panels
Birbal's House
spandrels
lintel of doorway
door arch
window niches
under/on jharokas
pillars/pilasters
eaves
brackets
wall panels
Turkish Sultana's
House
spandrels
lintel of doorway
door arch
window niches
under/on jharokas
pillars/pilasters
eaves
brackets
wall panels

Key
Does not appear
Appears sparsely
Appears frequently

80

Lotus
Vine/Scroll

Lotus
Petal

Table 7. Interior Locations and Frequency of Floral (Lotus) Motifs in Three
Structures
Open Lotus

Half Lotus

Jodha Bai's Palace
lintels of doorway
pillars/pilasters
window niches
brackets
wall panels
ceilings
Birbal's House
lintels of doorway
pillars/pilasters
window niches
brackets
wall panels
ceilings
Turkish Sultana's House
lintels of doorway
pillars/pilasters
window niches
brackets
wall panels
ceilings

Key
Does not appear
Appears sparsely
Appears frequently
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Lotus Bud
Chain

Lotus
Lotus
Vine/Scroll Petal

Table 8. Exterior Locations and Frequency of Geometric (Linear) Motifs in Three
Structures

Swastika
Jodhabai's Palace
spandrels
lintel of doorway
door arch
window niches
under/on jharokas
pillars/pilasters
eaves
brackets
wall panels
Birbal's House
spandrels
lintel of doorway
door arch
window niches
under/on jharokas
pillars/pilasters
eaves
brackets
wall panels
Turkish Sultana’s House
spandrels
lintel of doorway
door arch
window niches
under/on jharokas
pillars/pilasters
eaves
brackets
wall panels

Key
Does not appear
Appears sparsely
Appears frequently
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Table 9. Interior Locations and Frequency of Geometric (Linear) Motifs in Three
Structures

Swastika
Jodha Bai's Palace
lintels of doorway
pillars/pilasters
window niches
brackets
wall panels
ceilings
Birbal's House
lintels of doorway
pillars/pilasters
window niches
brackets
wall panels
ceilings
Turkish Sultana’s
House
lintels of doorway
pillars/pilasters
window niches
brackets
wall panels
ceilings

Key
Does not appear
Appears sparsely
Appears frequently
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Table 10. Exterior Locations and Frequency of Geometric (Polygonal and
Composite) Motifs in Three Structures
Diamond

6 point star

Jodha Bai's Palace
spandrels
lintel of doorway
door arch
window niches
under/on jharokas
pillars/pilasters
eaves
brackets
wall panels
Birbal's House
spandrels
lintel of doorway
door arch
window niches
under/on jharokas
pillars/pilasters
eaves
brackets
wall panels
Turkish Sultana's
House
spandrels
lintel of doorway
door arch
window niches
under/on jharokas
pillars/pilasters
eaves
brackets
wall panels

Key
Does not appear
Appears sparsely
Appears frequently
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8 point star

Flowers in
stars

Bell and Chain

Table 11. Interior Locations and Frequency of Geometric (Polygonal and
Composite) Motifs in Three Structures

Diamond

6 point
star

Jodha Bai's Palace
lintels of doorway
pillars/pilasters
window niches
brackets
wall panels
ceilings
Birbal's House
lintels of doorway
pillars/pilasters
window niches
brackets
wall panels
ceilings
Turkish Sultana's House
lintels of doorway
pillars/pilasters
window niches
brackets
wall panels
ceilings

Key
Does not appear
Appears sparsely
Appears frequently
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8 point
star

Flowers
in stars

Bell and
Chain

Figure 1. Fatehpur Sikri, Uttar Pradesh, 1571-1585 (Photo courtesy of Wikimedia
Commons)

Figure 2. Fatepur Sikri (outlined in blue) in Mughal empire before, during and after the
time of Akbar (Map courtesy of Wikimedia Commons)

Figure 3. Plan of Fatehpur Sikri (Map from Asher, Architecture of Mughal India, 53)

Figure 4. Agra Gate, Fatehpur Sikri, Uttar Pradesh, 1576-1577 (Photo courtesy of
Michael Brand, Aga Khan Visual Archive)

Figure 5. Diwan-i-’Am, Fatehpur Sikri, Uttar Pradesh, 1572-1575 (Photo courtesy of
Michael Brand, Aga Khan Visual Archive)

Figure 6. Anup Talao, Fatehpur Sikri, Uttar Pradesh, 1575-1576 (Photo courtesy of
Michael Brand, Aga Khan Visual Archive)

Figure 7. Turkish Sultana’s House, Fatehpur Sikri, Uttar Pradesh, 1572 (Photo courtesy
of Michael Brand, Aga Khan Visual Archive)

Figure 8. Diwan-i-Khass, Fatehpur Sikri, Uttar Pradesh, 1572-1575 (Photo by author,
Jan 2011)

Figure 9. Interior, Diwan-i-Khass, Fatehpur Sikri, Uttar Pradesh, 1572-1575 (Photo by
author, Jan 2011)

Figure 10. Ankh Michauli, Fatehpur Sikri, Uttar Pradesh, 1572-1575 (Photo courtesy of
Cornell University Library)

Figure 11. Astrologer’s Seat, Fatehpur Sikri, Uttar Pradesh, 1572-1575 (Photo courtesy
of Cornell University Library)

Figure 12. Panch Mahal, Fatehpur Sikri, Uttar Pradesh, 1569-1574 (Photo by author, Jan
2011)

Figure 13. Sunehra Makan, Fatehpur Sikri, Uttar Pradesh, 1572-1575 (Photo by author,
Jan 2011)

Figure 14. Entrance to Jodha Bai’s Palace, Fatehpur Sikri, Uttar Pradesh, 1569-1572
(Photo by author, Jan 2011)

Figure 15. Interior, Jodha Bai’s Palace, Fatehpur Sikri, Uttar Pradesh, 1569-1572 (Photo
courtesy of Alka Patel Archive: South Asia and Cuba)

Figure 16. Birbal’s House, Fatehpur Sikri, Uttar Pradesh, 1571-1572 (Photo by author,
Jan 2011)

Figure 17. Buland Darwaza, Fatehpur Sikri, Uttar Pradesh, 1576-1577 (Photo by author,
May 2010)

Figure 18. Jami Masjid, Fatehpur Sikri, Uttar Pradesh, 1571-1572 (Photo by author,
May 2010)

Figure 19. Dargah, Fatehpur Sikri, Uttar Pradesh, 1571-1580 (Photo by author, May
2010)

Fig. 20. Akbar’s Return to Fatehpur Sikri (outline by Kesu Kalan, painting by Jagjivan),
Akbar Nama, folio 111, 1590-1595 (Image courtesy of ArtStor)

Figure 21. Anandinath, Ranakpur, Rajasthan, 1439 (photo by author, Jan 2011)

Figure 22. Qutb Mosque, Delhi, begun 1193 (Photo by author, May 2010)

Figure 23. Humayun’s Tomb, Delhi, 1565 (Photo by author, May 2010)

Figure 24. Jami Masjid, Ahmedabad, Gujurat, 1423 (Photo by author, Jan 2011)

Figure 25. Muhammad Ghaus Mausoleum, Gwalior, Madhya Pradesh, 1562 (Photo by
author, Jan 2011)

Figure 26. Jahangiri Mahal, Agra Fort, Agra, Uttar Pradesh, 1565-1573 (Photo by
author, Jan 2011)

Figure 27. Kambha Palace, Chittorgarh, Rajasthan, 1433-1468 (Photo by author, Jan 2011)

Figure 28. Man Mandir, Gwalior Fort, Gwalior, Madhya Pradesh, 1486-1516 (Photo by
author, Jan 2011)

Figure 29. Sikandra, Agra, Uttar Pradesh, 1600-1613 (Photo by author, Jan 2011)

Figure 30. Musamman Burj, Shah Jahan era, Agra Fort, Agra, Uttar Pradesh, begun
1628 (photo by author, Jan 2011)

Figure 31. Diwan-i-Am, Red Fort, Delhi, 1639-1648 (Photo by author, May 2010)

Figure 32. Jami Masjid, Delhi, 1656-1661 (Photo by author, Jan 2011)

Figure 33. Taj Mahal, Agra, Uttar Pradesh, 1632-1653 (Photo by author, May 2010)

Figure 34. Plan of royal complex, Fatehpur Sikri (Plan courtesy of 4to40.com)

Figure 35. Turkish Sultana’s House, exterior wall, Fatehpur Sikri, Uttar Pradesh, 1572
(Photo by author, Jan 2011)
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